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ABSTRACT 
 Treasure is a feature-length narrative fictional film directed by Chris Williamson as part of the 
requirements for earning a Master of Fine Arts in Entrepreneurial Digital Cinema from the School 
of Visual Arts and Design at the University of Central Florida. This thesis is a documentary record 
of the film production from concept to completion. In this thesis the concerns of authorship are 
explored from the perspective of the author as the executive producer, writer, and director of the 
film. 
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This master’s thesis is dedicated to Stephanie Williamson, without whom my dreams would 
have remained a mirage. You truly are my everlasting treasure. 
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GENESIS 
What is cinema in essence but a kind of magical mirror? Films project a particular version of 
reality and, a reflection consisting of our interpretation of reality from contemplation of it. These 
two aspects of film, both sides of the magic mirror as it were, are the source of its complexity, its 
contradictions, and its limitless fascination.  
 Treasure was born within an artistic context of dual reflection: the creator’s individual vision 
and the socio-historical oeuvre, that is, a collective cinematic memory. It is a contemporary, early 21st 
century, feature-length narrative fictional film, with the action driven by the characters in pursuit of 
personal equilibrium. They encounter obstacles and others who hinder or help along the way. The 
plot is not unique, and could be described as universal going back to Hercules and the Greek 
tragedians. This modern film expression expands into the now-common social experience of the 
simultaneity of spatial relations possible digitally with a new technology such as the Internet and 
GPS—and that affects our human interactions. When people can collaborate across time zones at 
the same time, the simultaneous interaction collapses time. Concurrently, it also explores the need 
for its characters to connect together in real-time, with each other, as a means to find balance. 
The principal themes of this film speak to the human capacity for curiosity and wonder in 
our interactions with nature and culture, on the road to discovering what it is we truly value in life. 
That this is a shared adventure is at the heart of the story. As the action in the film progresses, there 
is a suggestion: What is more worthwhile, the journey or the object? The experience of camaraderie, 
whether virtual or companionable or the final, tangible achievement? What is the true find? 
Film is a medium most close to human perception of our world; the format of a two-
dimensional visual representation combined with an auditory accompaniment lends itself to a rich 
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artistic expression and experience. The making of this film is a milestone for the author as artist, 
director, and executive producer. This production presently forms the culmination of a body of 
work, of endeavor, and passage. To separate my own artistic, intellectual, personal journey from the 
product is a challenge. It is important to illustrate the socio-historical framework within which 
authorship of Treasure took place. However, this piece is in the first person at times, to allow the 
reader direct access to the creative process: the thoughts, attitudes, and concerns of authorship and 
other aspects involved in the making of my thesis film, Treasure. 
 
Mirror, Mirror 
Filmmaker and archaeologist Marc Azéma believes that some of the earliest cave drawings 
were made to appear animated when seen in flickering firelight—the first ‘movies’ (Azéma). In the 
earliest memory I can recall my mother clasps my hand as we walk into a large room with a ‘white 
wall’ and rows and rows of seats. We sit and suddenly the ‘white wall’ flickers with the intense color 
of Disney’s 1983 re-release of the 1937 original, “Snow White and the Seven Dwarfs,” the Brothers 
Grimm 19th century classic.  The animated film’s imagistic motifs made it possible for even a young 
child to intuitively grasp the principal theme of good and evil, arguably one of the central paradoxes 
of life. From that time, like the cave dwellers from 36,000 years past, film for me became a magic 
mirror, a vehicle for the representation of the essential and ineffable qualities of life. 
 
Through the Looking Glass 
At age 13 a gifted teacher of communications challenged us to combine the creative and 
technical sides of the subject. In retrospect, this somewhat visionary approach stayed with me as it 
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opened a door to uniting the practical and the imaginative imperatives of art and communication 
(coincidentally, this 8th grade year was also the very first time I heard of something called the 
“Internet”). Subsequently, in high school, I was attracted to every visual production and art class 
available, and began insert editing on linear VCR tape controllers. In 1995 I moved to Seattle where 
I was one of the first high school students to edit video digitally. I remember spending a day-and-a-
half waiting for our 100 Megahertz Pentium computers to render a less-than-standard-definition 
four-minute video project! 
My post-secondary education began with the practical aim of obtaining a certificate in 
Information Technology. This fit my initial interest and experience. As I progressed in technical 
expertise I was drawn to developing creative visual productions. I enjoyed exploring the video 
medium, producing short, high-impact projects both academic and commercial. These initial 
projects launched me toward seeking a production role as a director within which I could express a 
unique and particular vision and see it through to its realization on film. During my undergraduate 
years I worked freelance on television shows, films, and corporate videos as well as producing, 
directing and editing two feature-length documentaries. 
Pursuing a Master of Fine Arts in Filmmaking, I made my way to Orlando, and the 
University of Central Florida. What drew me to this program was the opportunity to make a feature-
length fictional narrative for my thesis film. This essay is the documentary component of my thesis 
exploring the authorship of Treasure from the initial spark of an idea through development of the 
screenplay, pre-production, production, and post-production of the finished film; a journey that 
comprised its own perils, unanticipated turns, and sudden discoveries for the author. 
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An Adventure Begins 
In 2001 I flew on an airplane from the Grand Canyon to Seattle. The man on my left held a 
novel device he said was tracking our progress across the sky over the Rocky Mountains. It was an 
early model Global Positioning System (GPS) that could pinpoint its position anywhere on the 
globe—or in this case above it. It was the first I had seen and I was astonished at its scope. My 
interest in GPS persisted as the technology’s use expanded across the planet into a software 
appliance available to millions. I did not know it then, but this new device and an innovative use for 
it was to be an important component of my thesis film, Treasure. 
 Seven years later, I returned to Seattle for a vacation with my wife, Stephanie. I was 
searching my smartphone for a map to help navigate the hilly one-way streets of downtown when a 
geocaching app popped up in the search results. Geocaching is a game played using a GPS-enabled 
device to hide treasures leaving the location coordinates online and a cache with a logbook and 
trinkets for others to seek and find. The idea had instantly appealed to my curiosity and adventurous 
side. To Stephanie, I said, “We’re going treasure hunting!”  
The journey of our first geocaching hunt began at Seattle’s famous Pike Place Market. We 
took time to get our GPS bearings amid vendors selling flowers, gourmet jellies, trinkets, and with 
the famously entertaining salmon-tossing fishmongers yelling at each other nearby. A quick look 
around told us there were dozens of places a cache could be. Consulting our coordinates, we 
searched on until we came upon a small grassy area near a tree where we made our first find. The 
small camouflage-painted metal cylinder was named GL490VCA, or Pike Place Micro. Inside was the 
all-important log we proudly signed thereby registering our feat. Here we were, high above the broad, 
sparkling vista of Puget Sound and felt the thrill of the find. Would we have experienced this lively, 
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colorful market without that enticement from our geocache-placing helpers? I could not say, but 
now we were hooked.   
I quickly uploaded a photo of the tree in which we found the cache and pecked into my 
iPhone our first database log entry (see figure 1). 
 
Figure 1. The author’s first geocache 
 
It was curiosity and the allure of a new search that again lead us to board a ferry plying the 
Sound to seek another geocache on a Bainbridge Island beach, and on to other unusual locations, 
on-and-off the beaten path on which it came to me that the journey was the real treasure.  
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CHAPTER 1: INCEPTION 
 A feature film explodes from a single tiny spark somewhere in the author’s mind. It is the 
process of taking the smallest, most abstract form of an idea, and building from that point 
something larger, specific, and concrete. The process the author used to write, produce, direct, and 
organize hundreds into the production of the micro-budget feature-length film Treasure is here 
explained. How and why the author made the many important decisions required will be examined 
along with how these were informed by the author’s vision and knowledge, as well as the historical 
and social framework within which Treasure was brought to being.  
In order to examine the author’s state of mind at the inception of Treasure, we must firstly 
take a step back to the first months of my entry into a film program that tasks its students with 
writing and directing a feature-length film. In the previous section of this thesis I mentioned what 
brought me here, but how did Treasure become an idea in the first place? At the very beginning, all 
films are nothing more than a germinal seed, a spark of a story that ignites a fire in a filmmaker with 
the desire to give it everything it needs to grow. The next section will take a look at how I tended 
this seedling of a film. 
 
A Sunshine State of Mind 
Treasure was born from a place of both hope and terror. I have waited to produce and direct 
a narrative film out of awareness of the large amount of resources it takes to accomplish. I waited 
until I believed I could do it well and I felt ready—that was the hope. The terror is that as exciting as 
it was to feel that way this film also exists as something that I absolutely had to make in order to earn 
my degree, and if I couldn’t pull it off, I would have failed on both accounts!  
  7 
 “It has often been observed that making a film is like going to war…” and I have to agree to 
the extent that the producers are mobilizing a large group of people into hostile territory with the 
best reconnaissance that can be performed (Millard 1). In both cases someone must be the general 
in charge of planning the attack (Belli, Rooney, ch. 5). Like a baptism of fire, leading the offensive 
on Treasure forged my ability to direct others with confidence. The question on my mind from the 
outset was, “Who will make up the brigade?” 
Starting at UCF was at once both exciting and intimidating. New to Orlando, I did not know 
anyone, and was unsure of what I could accomplish, yet the long challenging road of making a 
feature film lay before me. The desire to direct a feature-length film while graduating on schedule 
added a sense of urgency to my endeavors. Without knowing how or with whom the film would be 
made, I scoured my mind for a story containing minimal characters, locations, and crew to produce. 
I am certainly not the first filmmaker who had to deal with limitations, or what Lars Von Trier and 
Jorgan Leth might call “Obstructions” (Leth). A lack of resources did not stop early cave dwellers 
from telling their stories on the walls of caves, and similarly, a lack of resources was not going to 
stop me from making this film. I just had to ask myself what I needed from this project, and it was 
decided that this project was about getting my directing chops down, gaining experience, and 
showing the industry that I can be trusted to tell a good story well. 
Unable to afford to make a genre film, one idea was to take a genre film and turn it on its 
head. For example, I developed the idea of a heist film with the entire movie shot in real-time inside 
of a car with GoPro cameras. Think Kiarostami’s Ten (2002) meets Tarantino’s Reservoir Dogs (1992). 
The validity of the plot premise aside, the idea crashed on insurance concerns of filming on public 
roadways.  
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Next, I wrote a film treatment about a man who loses his job, his wife, and fights to keep 
from losing his daughter forever. A friend promptly informed me that the treatment played out a lot 
like the 2006 film Pursuit of Happyness, starring Will Smith. I watched Pursuit of Happyness on Netflix 
and sure enough the stories were practically identical. With no desire to be derivative I scrapped that 
idea as well. 
I toyed with the thought of making a Mumblecore-style film and wondered how I could 
stretch the idea of what a screenplay or a blueprint for a film is. The difficulty was that Mumblecore 
films are produced in collaboration with actors and I had no idea what kind of talent existed in 
Orlando or if I could find the right actors to work with (Woodward). A micro-budget filmmaker 
leaves enough to fate without tempting it further. Contact with acting talent was also an issue with 
the heist film. Both would require close collaboration with the actors in order to be shot in long 
takes with mostly unscripted dialogue. This is something I would love to do, but did not feel ‘right’ 
at the time because I did not want to fit that particular structure of filmmaking into the structure of 
the academic program.  
Taking Atticus Finch’s advice to climb into someone’s skin and walk around in it, a close 
review of my small oeuvre of films preceding Treasure uncovers a tendency to utilize film to satisfy a 
need to understand the other (Lee 30). For instance, although not an aficionado of rap music, I 
filmed a documentary about African-American rappers; not interested in car racing but made a 
documentary about a drag racing team of Laotian immigrants; not gay or bisexual but made a short 
film about a bisexual man. As an artist, I find it intriguing to explore the motivation of others 
through the film medium as a reflection of my thoughts and feelings regarding the ‘other’.  
That led me to write a treatment of a story about a young woman who was also alcoholic, in 
trouble with the law, who rediscovers her passion for photography and starts geocaching with 
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another member of her court-mandated Alcoholics Anonymous group. This received encouraging 
feedback from peers and professors at UCF. It represented a big step towards telling the positive 
story of self-actualization I wanted to tell, but a couple of elements did not quite work. The change 
in the character happened too easily and conversely, it was also a little dark in tone.  
The experience of writing and review launched me to face an inevitable fact of filmmaking 
and to discover what Treasure should really be. Firstly, producers and filmmakers must consider their 
target audience during the development phase, as one can only plot a course for a known destination 
(Parks 9). As explained in the Pebble Path Pictures, LLC business plan located in APPENDIX D: 
BUSINESS PLAN, traditional avenues of distribution are often closed off for micro-budget dramas 
such as Treasure. Modern distribution networks via the Internet allow this to be mitigated by 
implementing a Do-It-Yourself distribution model but no matter what plan is made for distribution, 
there exists one singular constant: the film has to find an audience. And it must compete with multi-
million dollar films for attention from that audience. Finding the intersection of what could be made 
within a tiny budget and what would be compelling to watch became of prime importance and 
difficulty at this stage.  
These concerns led to an examination of possible niche markets from which the topic of 
geocaching swiftly stood out for closer inspection. I conducted research on geocaching in film and 
television mediums. I found a handful of TV episodes and feature films with geocaching in their 
plots. The feature films were low-budget and low-quality films with one standout: the 2009 comedy 
Splinterheads, written and directed by Brant Sersen. I watched Splinterheads on Netflix and although I 
enjoyed the adult humor in the film it was obvious that a few crass (but very funny) scenes cut the 
film off from younger audiences. In one such scene a friend of the main character smokes marijuana 
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with two other males and a female and makes multiple attempts to initiate a sexual encounter 
involving the entire group (Splinterheads). This is hilarious, yes, but unsuitable for younger audiences. 
On geocaching forums I discovered that parents enjoyed the high quality production value 
of Splinterheads but lamented the fact that they could not watch it with their children due to adult 
language and a few scenes that ultimately earn the film an ‘R’ rating from the Motion Picture 
Association of America. One such parent lamented in a post on the geocaching.com forums in 2009: 
 
My husband and I went to the viewing of the movie but left after about 20 minutes 
because we couldn’t stand to sit through the language. About 8 other people left 
before us. Every other word was either cussing or vulgar. I realize that you can’t get 
away from cussing but this was overkill and there was no call for it. The movie (what 
we saw of it) was good without all the language. It isn’t something that should be 
related to a family friendly activity. (instantclogger) 
 
From this research, it was clear a film like Treasure could find an audience as a family-friendly 
geocaching film. Adult geocachers with children use geocaching as a healthy way to spend time 
together with them in an activity that takes place mainly outdoors. As it was written at the time, 
Treasure’s main character was attending AA meetings and the story didn’t have the wholesome vibe 
family-friendly films require. It was decided that geocaching would stay in the script and the balance 
of the story would change to support the new goal. But would it work?  
As a way of further testing the potential of this idea I launched a Facebook page and spent 
$30 on a one-week advertising campaign targeting 29,000 people that indicated they liked both 
geocaching and independent films. The ad was approved by Facebook and analysis told me that the 
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same people were seeing the ad at a frequency of 5.5 times per day so I broadened the audience to 
the 288,800 people that like geocaching. Figure 2 shows the ad and the results of the campaign. The 
campaign was a success with 64 actions made and 54 likes garnered within the time period. This 
indicated that there was sufficient interest in the topic to continue developing and producing the 
film. 
 
Figure 2. Facebook advertising campaign to test product viability 
 
From Fear to Hope 
 The first draft of the new iteration of Treasure was a very slim sixty-page bore of a film 
written out of fear that I might not find a good crew or talented actors to work with on such a small 
budget. In doing so the story had no life, unlikeable characters, and a simplistic plot. Could I 
graduate with it? Yes, it contained everything needed to show I could make a film, but it wasn’t 
enough. I must always seek to push beyond what I think I can do as an artist to be inspired.  Thus, I 
had to take a look in the mirror and write something I could believe in or it wasn’t worth it at all. 
 I knew much of my crew would be culled from the ranks of UCF’s School of Visual Arts 
and Design (SVAD) undergraduate BFA film program students. Attending the year-end screeners of 
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undergrad films completely changed my outlook. Their work was far more than just competent. The 
potential of these students inspired me to rebound and rewrite the screenplay, this time from a place 
of passion. I just had to get the best and brightest among them on board to help me sail this ship 
where it needed to go.  
 Writing from a place of hope instead of fear made everything fall into place. I rid the story 
of the AA group and made changes whereas now our protagonist Erica is compelled to do 
community service at a soup kitchen. I delved into the characters, discovered their motivations. 
Now, instead of coming from an intact home, Erica and her father Ethan are suffering the effects 
from the loss of her mother a couple years before the story begins. These characters leapt off the 
page and became real multi-dimensional people. I was now truly walking around in their skin, 
exploring these characters, and truly feeling for them (Lee 30).  
The new story went something like this: Erica lives at home, aloof and constantly partying 
with her ‘bestie’ Sierra. Her father Ethan is a workaholic and although they interact occasionally, 
there is a palpable distance between them. In fact, there exists a palpable emotional distance between 
Erica and everyone. After her mother’s death from cancer she withdrew emotionally until the present, 
when she relates with others on only a supremely superficial level. After a night of drinking and 
drugging at a party, she causes an auto accident, and is court-ordered to work at a soup kitchen. She 
has hit rock bottom. Relating to the volunteers and patrons at the kitchen, she is thrown into a 
situation that challenges her to change, to grow deeper connections with those around her—or 
remain in an emotional vacuum—cutting herself off from the pain of death but also from the joys of 
life (Johnson 4). Will she find a way to cope with living?  
Now this was a story worth telling. 
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Filmmakers Statement 
The premise of Treasure stems from the author’s view that individuals grow, evolve, and 
mature through interaction with others. After a difficult childhood in an era where attention deficit 
hyperactivity disorder was not well understood, I found myself a ward of the state at the age of 
twelve, living in seven different juvenile detention centers, youth centers, and group homes over 
four-and-a-half years. As Dickensian as that sounds, living in such intimate conditions with 
hundreds of other struggling youth taught the author how to communicate with, get along with, and 
sympathize with many different types of people. This unusual way of spending formative years left a 
lasting impression upon me and very well could be the root of my desire “to climb into someone’s 
skin and walk around in it”. Simply put, people, or shall I say, characters, fascinate me. 
Unfortunately, some children in that very same situation did not turn the experience into 
something positive and I know of a few that ended up in prison. A roommate from one group home 
has been in prison for the last ten years for ordering a hit on a woman that was to testify against him 
for domestic abuse. As youth, we were in the same place, the same situation, and yet one of us is 
writing a master’s thesis and the other is rotting away in a prison cell. How can two people’s paths 
become so disparate? Treasure, like all stories, is about the choices we make as we endure the human 
experience. 
I find popular culture sorely lacking in films exploring topics that are positive and show 
personal growth through interaction with others. Independent films often explore “…subjects or 
points of view…about social issues, personal concerns not in the mass consciousness, political 
concerns…” etc. that are not usually explored in studio films (Blackaby). In larger budget films 
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where the main concern is a return on investment, emphasis is often placed on conflict rather than 
the subtler but no less dramatic issue of human connection (Johnson 12).  
Through this story I can connect with the audience on a personal level. Some conflict 
became necessary to sustain the feature-length drama in Treasure but I chose to do an experiment by 
stretching what was possible with the idea of connection. This decision will be discussed in detail 
later in the section on aesthetic but for now I would just like to quote a poignant phrase regarding 
the “Screenplay Paradox” from Claudia Hunter Johnson’s book Writing Short Screenplays that Connect: 
 
Joan Didion once said that the reason we write lies in the very vowel sounds of 
the phrase “Why I Write”: I, I, I 
It has also been said that the reason audiences go to see what we’ve written can 
be summed up in the phrase: Tell me about me. (12) 
 
 The paradox being that we want to see movies about ourselves through other characters. 
Johnson continues by iterating that nobody knows how this really works. Her best guess is that 
“Though our lives may be different, our desires, our needs are the same” (13). In other words, our 
lives our unique but our desires are universal. 
It is my nature to explore the deep paradoxes and complexities of the human condition and 
cinema offers me the ability to express and reflect on what I find. Consequently, I approach 
filmmaking as a way to convey emotions, ideas, and experiences because mere description fails to do 
so adequately. I revel in the complex interplay of sight, sound, montage, metaphor, rhetoric, and 
symbolism. I love to convey meaning transmitted through deeply layered plot, characterization, 
relationships, visual imagery, subtext, and intertextuality. I am a born communicator that receives 
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energy from communicating with others. I have a deep need to feel 'connected', and therefore find 
myself attracted to creatively using many forms of mass media, be it blogging, filmmaking, television, 
news, music, or filmmaking.  
Humanity itself grows and evolves when we interact with each other and within social 
structures such as schools, businesses, unions, organizations, churches, civil society groups, and 
governments. When we are open to criticism, constructive or otherwise, it is as though we are 
holding a mirror up to ourselves where we can view how others see us. Like a strange magic mirror, 
films tell us something about ourselves. My goal with Treasure is to render this idea in cinematic 
language by depicting its main character as lost and alone, who finds herself forced into a situation 
where she must interact with others to get what she wants, finding through this process that what 
she wanted was something else entirely, and that journey of discovery is the find.  
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CHAPTER 2: TREASURE’S TIME AND PLACE 
Looking Backward: Analog Filmmaking 
 An important consideration of authorship concerns the social, economic, and historical 
superstructures within which Treasure came into being. The very first films were by default 
independent films—there were no large studios yet. As difficult as it may be to produce a feature-
length film in 2015, it pales in comparison to the technical difficulties experienced by pioneering 
filmmakers as they invented the technology necessary in creating their art. Filmmakers of today 
reach the heights of creativity that they do by standing on the shoulders of giants.  
It did not take long for inventors and entrepreneurs to discover that the public was willing to 
pay good money for the chance to watch stories unfold on screen. This led to a massive ramp up in 
production of films and in turn placed a growing amount of resources into building film production 
empires. Forged in the synergy of advancements in iron, steel, chemical, railroad, and electrification 
industries, one of the first great film empires was the Motion Picture Patents Company (MPPC). 
The MPPC was a trust organized in 1908 by inventors and industry leaders such as Thomas Edison 
to bring stability to the market and crush competition from other companies. Filmmakers and 
producers outside of this trust called themselves independents. These so-called independents found 
haven in California and became the basis of what would eventually be called the Hollywood Studio 
System (Keil, Singer 16).  
Unbridled capitalism’s penchant for consolidation and monopoly later led these 
independents to build their own monopolies and control every aspect of the production and 
distribution chain (Dixon, Foster 34). Eventually, the U.S. government broke up these monopolies 
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(Muscio 137). The production arms of the companies were disconnected from the distribution arms. 
This was a blow to the studios but they continued to remain incredibly large and powerful.  
Apparently I was making an “independent film” so I had to ask, what is that, exactly? I 
found no simple answer. Yannis Tzioumakis confronts this question and responds that it is 
notoriously difficult to define because the term has been used in so many ways by so many people 
that, “…any attempt towards a definition is almost certainly destined to raise objections” (1). The 
entire fourteen-page introduction of his book, American Independent Cinema – An Introduction, 
expounds upon a multitude of reasons why he refuses to give a single definition of the term and 
prefers to draw on the interpretations of historians, industry practitioners, legal documentation, 
trade publications, and case studies throughout the text (13). Apparently the definition shifts with 
context. I believe most would consider Treasure to be an independent film because it did not rely on 
resources outside of my personal reach. In that sense it is an independent film but in another sense I 
have to agree with Timothy Gunn when he says: 
 
Independent film…is a misnomer—for makers of independent media are often 
totally dependent on a variety of sources to complete their projects: friends, relatives, 
foundations, sympathetic professionals for whom the words “scale” and “deferred 
payment are common terms of employment, and occasionally the limits of the 
filmmaker’s own credit card. (1) 
 
Treasure also embodies the spirit of independent filmmaking in the sense that decisions were 
motivated by a desire to explore themes that personally appeal to me rather than by purely financial 
gains. However, many decisions regarding the film were also motivated by the desire to produce a 
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film that could find an audience. This dual-motivation and purpose is not unique to Treasure, as any 
filmmaker or artist hoping for their work to be seen by any number of people should understand 
that in a market system, marketing is the force by which that will most likely happen. 
For as many reasons as there are independent films, independent filmmaking has always 
been around in some form or another. Often, the filmmakers cannot or will not pursue financing 
from major studios. For many, like myself, independent filmmaking is a way to hone their skills in 
preparation for work on larger-budget studio films and television shows. In 2014 many of the largest 
budget studio films were directed by directors that started out in independent film including Noam 
Murro (300: Rise of An Empire 2014), Neil Burger (Divergent 2014), Darren Aronofsky (Noah 2014), 
David Ayers (Sabotage 2014), and Wally Pfister (Transcendence 2014), and many more (Saadi). Also, 
many filmmakers wish to express themes and employ styles that have a difficult time finding a 
commercial market (Rodriguez 203). Some of these can and do become successful, but many, of 
course, do not.  
We have just taken a look back at the film industry through the prism of business but what 
of art? Cinema is a technological art form and from the inception of cinema technological concerns 
have dictated aesthetic to a high degree. The Industrial Revolution preceded the birth of 
photography and cinema (ABC-CLIO 53). Cinema simply could not exist without advanced 
industry. And as manufacturing and industrial processes became more refined so did the process of 
cinema. The personal computer and digital technology has delivered on its promise to give industry 
competitive advantage and nowhere is that more visible than in cinema. As with most industries in 
the last 35 years of my lifetime, the transformation to digital acquisition and exhibition has upended 
film production. Hardly a film is made today without the use of computing technology.  
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Walter Murch writes that, “1995 was a watershed year in film editing—it was the last time 
the number of films edited mechanically equaled the number of films edited digitally” (xi). By 2015, 
in the United States, many large-budget films and virtually all lower-budget independent cinema are 
acquired and exhibited digitally. It all comes down to economic feasibility. The producers of Star 
Wars: Episode II – Attack of the Clones estimate that they spent $16,000 on 220 hours of digital tape. 
The same amount of analog film stock would have cost $1.8 million (Alexander). To put this into a 
micro-budget perspective, the producers of Treasure spent $600 on three hard drives: one working 
drive and two for backup. This was for a film with a total budget of less than $16,000.  
Arguably, digital cinema was born in 1999 when George Lucas seamlessly edited digital 
‘footage’ with film footage in Star Wars Episode I: The Phantom Menace (1999). Afterward, he 
announced that the next two Star Wars prequels would be shot entirely on digital cameras. Recently, 
James Cameron’s Avatar (2009) “…became the highest-grossing film of all time and sparked a boom 
in 3D that put pressure on cinemas to upgrade to digital projection” (Allen). I have not been able to 
obtain accurate figures for films produced digitally versus film stock in 2014. What we do know is 
that by 2013, 80% of the world’s nearly 135,000 cinema screens were digital (MPAA 2).  
Thomas Paine once remarked “Every age and generation must be as free to act for itself, in 
all cases, as the ages and generations which preceded it”, and it seems the current generation of 
filmmakers today have made their decision (Paine 11). Much has been written over the years over 
the merits of film vs. digital. The 2014 Sundance Film Festival screened films shot on a wide variety 
of digital cameras including ARRI ALEXA, Canon XH A1, Canon 5D Mark II, Canon 7D, iPhone, 
GoPro, Panasonic AF100, RED EPIC, and the camera on which we shot Treasure, the Sony PMW-
F3 (Indiewire). At this point it is well understood that digital is not only the future—it is the here-
and-now. The present generation of filmmakers has clearly concluded that the cinematic aesthetic of 
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digital technology has reached enough parity with analog film stock to eschew the latter for the 
former. The high cost of analog filmmaking is no longer a barrier to creative entry into the field. 
Digital technologies have lowered the marginal costs of film production, but how far can we 
push these efficiencies for independent filmmaking? What about its application to processes 
between development and exhibition? How many functions may be performed digitally? What 
would the effect be on production and aesthetic? This became part of the experimentation in 
filmmaking—that is, exploring novel ways to achieve further efficiencies using digital technology 
with the corresponding decrease in marginal costs of making an independent film. The results 
surprised me.  
 
Searching for the 100% Digital Production 
Treasure is certainly a product of its time. Each era of independent filmmaking defines itself 
aesthetically and is defined by its available technology. At present independent filming is defined by 
easy and affordable access to powerful digital storytelling tools from the screenwriting phase 
through distribution. I endeavored to make Treasure a 100% digital production. Was this effort 
successful?  
Today, as in the analog era, the digital filmmaking production process commonly begins with 
image and audio acquisition. Although conversant through both research and experience with 
virtually every analog technique in use in the previous decade, I called on my team to avoid use of 
the analog mediums in the creation of Treasure. This imperative became a core challenge. The results 
of this experiment confirm that films may be produced nearly completely by digital means.  
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Almost every aspect of mechanical/analog film production now has a corresponding digital 
counterpart or technique. Doing so decreases the marginal cost of production. In addition, the 
process as one may anticipate, reduces reliance upon paper as well. The paper items generated in the 
making of Treasure were, for the most part, confined to scripts printed for use on set and the signed 
contracts. More on this topic is included in a later section. Hopefully others can build upon the 
result of our experimentation toward achieving more 100% digital micro-budget productions. After 
extrapolating the trends forward the author believes that the adoption of digital techniques will only 
become more common as the digital tools become more sensitive, usable, and less expensive.  
 
The Digital Tools of Tomorrow…Today! 
I have long advocated the use of cloud storage and media services to coordinate and plan 
film and video productions. However, for years I found instead widespread unfamiliarity with these 
tools. Today, in contrast, the majority of people working in filmmaking know what a Dropbox or 
Google Drive account is and how to use it. In making Treasure, I insisted on utilizing this technology. 
Consequently, all digital media and documents were stored and backed-up utilizing Google Drive 
throughout the filmmaking process from development to distribution. This greatly facilitated 
collaboration with team members across space and time. 
Virtually all screenwriting is digitally produced. I used the simple text processor TextEdit to 
compose the scene outlines and Final Draft versions 8 and 9 to compose the screenplay. For 
feedback and to disseminate the script to cast and crew the script was exported to PDF and emailed 
as well as uploaded to Google Drive. The producer and 1st Assistant Director used the online tool 
Scenecronize to breakdown the script and schedule the film production, then uploaded the 
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breakdown sheets to Google Drive. The preproduction team used Google Drive to make and share 
spreadsheets with detailed information on potential caterers, locations, permits, cast, crew, and 
more. We created a corresponding folder structure in the cloud to organize, store, and share all of 
this information. Speedy retrieval of information by crewmembers located throughout the Orlando 
area was essential for collaboration—thereby saving time, space, and money. This cloud-based 
Google Drive functioned as a ‘virtual’ film production office, with folders acting as different 
‘offices’, and access to each file folder, or, ‘room’, granted on a need-to-use basis. For instance, the 
1st Assistant Director had access to all logistical and creative folders whereas the Production 
Designer had access to the creative folders only.  
Tools and techniques have certainly taken on new and exciting forms. One may say the sun 
is now rising not long after dawn in this digital era, but filmmakers may still draw on the expansive 
visual and audio vocabulary built up over the last 130 years of filmmaking to tell their stories. This 
traditional language has been elaborated and supplemented over decades and continues to evolve. 
Treasure, as a product of its time, utilizes the accepted vernacular of visual language while speaking 
with its own ‘accent’. We will now explore aesthetic in the context of creating a micro-budget digital 
film within this very specific time and place. 
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CHAPTER 3: AESTHETIC 
The Nexus of Budget and Aesthetic 
“Cinema by its very nature is created from limitations…” - Jacques Aumont, Aesthetics of Film 
 
 Aesthetic and budget perform an intimate dance together in the making of any film. The 
budget for a film represents the investment of time, energy, and capital put into the final product, 
and this affects the aesthetic of a film in a myriad of ways. State-of-the-art relatively inexpensive 
digital modes of production and networked distribution present a challenge to the now-antiquated 
paradigm that prevailed for almost one hundred years. Independent filmmakers now have greater 
access to non-traditional funding sources such as crowdfunding. The filmmaking process though, 
has not altered fundamentally: directors still point their cameras toward actors who perform the 
action. It is a dance that continues to evolve; as one partner leads, the other follows. 
Particularly for independent filmmakers, the process of raising funds and distributing films 
has absolutely transformed in recent years. Notably, Peter Broderick referred to this phenomenon as 
‘New World’ filmmaking and distribution (Broderick). This description aptly characterizes this trend 
as a new paradigm in filmmaking, with wide-ranging consequences to the aesthetic, production 
processes, and business of filmmaking. 
 On big-budget films produced by multinational vertically integrated operations, the larger 
the monetary investment, the more the return on investment drives aesthetic choices in the 
filmmaking process. In fact, 70% of box office sales are made in foreign markets (MPAA). 
Therefore, the stories and aesthetic decisions of a high-budget film are based on the ability for the 
story to transcend national and cultural boundaries (Geuens 7). Tom Brook quotes David Hancock 
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as saying, “They’re making films that have fairly universal ideas and themes, they’re not really 
culturally specific” (Brook). As large firms seek to outlay large budgets for big returns, they have 
turned to big data and algorithms to help them make financial and aesthetic decisions. The risk-
management firm Epagogix has developed software that analyzes movie scripts with the aim of 
projecting box office hits for the film industry (Steiner). Micro-budget and no-budget films do not 
necessarily need to make a return for investors. They may not even have investors. The budget can 
be so small that a filmmaker can fund a film from his or her own deposable income. This means that 
micro-budget filmmakers can tell any type of story their meager budgets allow. The pain of losing 
$20,000 is nowhere near the pain of losing millions, or, say, hundreds of millions. 
 All films, even $200 million superhero action movies, have budgetary constraints. The 
challenge is to fit the budget to the story. That is, to ensure the aesthetic decisions and budget are 
symmetrical. If the budget is $10,000 to make a movie, then the filmmaker must consider every part 
of the process through that lens. It is both a limitation and a license. 
The opportunity to make a film with disposable income means that individuals can afford to 
be involved in filmmaking, as a student preparing for industry, as a hobby, or for-profit. If we look 
at what YouTube represents, low-cost video and film production gives the average person a global 
voice that simply did not exist until a decade ago. The question becomes: how to find an audience, 
or, with such a glut of free content, how to get an audience to spend their time watching your content, 
and not necessarily even their money. 
Historically, a monetary return on investment is of primary importance because filmmaking 
was an expensive endeavor. As Geuens mentions, and this is still the case in 2015, “Truly 
independent films (not low-budget Hollywood movies) have a hard time raising capital” (2). But 
then common sense dictates that any business that has small odds of making a profit has a hard time 
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raising capital. An analysis of the films screened at the 2014 Sundance Film Festival in order to make 
assumptions about the independent film sector as a whole found that less than 2% of the $3 billion 
spent producing these films would be recouped (Leipzig). Even if there is a huge margin of error in 
this calculation, it still paints a bleak picture of the sector as a whole from a profit-driven business 
perspective. But the industry is heading towards a near zero marginal cost economy and media 
products are leading the way (Rifkin 66). Intense competition has ushered in a wave of cheap 
filmmaking equipment and distribution methods. If the total cost to produce a micro-budget film is 
$20,000 total and it is placed on the Internet with virtually free access and one million viewers watch 
it, then there is a near zero marginal cost to the product. Specifically, it costs $.02 per person to 
watch the film—almost nothing.  
I believe the fact that audiences even have to physically pull out their credit cards and type in 
numbers is a barrier that prevents them from watching independent content that appeals to them. I 
cannot think how many times I personally have passed up a purchase just because I want it now—
not even two minutes from now. If there were an easier way to collect just 25 cents from each 
viewing of one million views that would gross an independent filmmaker $250,000—enough to live 
on after costs and fund another micro-budget film. 
 Large film companies invest money to create a product they then sell in the marketplace. 
Before the advent of broadband Internet, selling a film in the marketplace was the most common of 
only very few ways to find an audience, and the old distribution model comes with a hefty price tag. 
It costs millions, or tens of millions of dollars to advertise a film and distribute the film reels to 
theater chains. The old rules do not apply to independent films in this age because it is no longer 
cost prohibitive to place a film in front of other people. A filmmaker need only upload their film 
and billions of people can access it by simply clicking a link to the film—that is, if you can get them to.  
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I’ve done this with my last two films. After selling DVD’s to recoup some costs I placed 
them freely available on YouTube for anyone to watch for free. As of this writing my first film 
Racing Heart has been available for nearly one year and 4 months and has been viewed 50,135 times. 
Mics on Fire on the other hand has been available for 3 years and 3 months with 10,662 total views. 
Over 60,000 views of my feature-length films with zero money spent on advertising.  
The Internet is a blessing and a curse, for as it becomes easier to share a film with an 
audience the amount of filmmakers creating and sharing their films grows as well. If Leipzig’s report 
is anything to go by, the Internet is likely to become glutted with micro-budget films in the next 
decade, and there are signs the market is already saturated. We stand on the precipice of a great 
change in society and the shakeup of the music industry was only the beginning. Film companies are 
engaging in a war on piracy because their product is so easily transmitted digitally. We are entering a 
new paradigm, what Jeremy Rifkin calls the “Collaborative Commons” (1). This is extending into the 
brick-and-mortar sectors with 3D printing. Yes, even physical objects will be transmitted like 
information, and this technology is already in the nascent stages. Almost anything we could want 
and make will be near zero marginal cost. The fact that a film student like me can shoot a high-
quality cinematic feature film for almost nothing says a lot about the changing economics of 
everything. 
 The good news is that this paradigm shift has laid the groundwork for the potential of the 
film industry to grow. The rules of aesthetics are always changing and the digital revolution is already 
transforming the way filmmakers tell stories. For example, many Mumblecore films of the early 
2000s were made without industry standard scripts using improvised dialogue (Hoberman). Creating 
a micro-budget film in 2015 still has some costs associated with it, though. Time and money are still 
needed to complete a project, but not much. Micro-budget filmmaking requires filmmakers to be 
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not only economical but they must leverage their meager resources. A discussion of leverage follows 
in Chapter 4. For now, let us take a look at aesthetic through the prism of story. 
 
Story: Catharsis and Connection 
 The catharsis of Treasure stems from a desire to express certain themes and ideas on personal 
growth. In 1986 Linda Blackaby wrote that independent filmmakers in the United States want to 
“reflect a contemporary reality that studio films don’t usually put on the screen”, and that is certainly 
the case when I considered the reasons to make Treasure (24). For Treasure’s protagonist, Erica, 
personal growth occurs through her interaction with others. This idea stems from my personal 
observation that humans are social creatures that grow, learn, and become motivated through 
relations with other people. In my own life, others have taught me, guided me, motivated me, 
believed in me, and challenged my assumptions. This story springs from my desire to express the 
affirmative and constructive associations people have had in my life.  
 On the surface, Treasure is about a young woman who realizes that she has a unique gift to 
share with the world but deeper down it is about the desire to grow and change and become less 
selfish and more giving to others. The premise of the story is that it is better to give than to receive—a 
premise rarely explored in higher-budget studio films. 
 Sex and violence sells because it is rife with conflict, but ultimately, many micro-budget films 
succeed because they are about human connection—the ability to ‘touch’ the reader or observer 
(Johnson). Connection is a type of drama not often taught in many screenwriting classes but 
nevertheless is used as the basis of drama in many shorts and independent films. The drama in 
Treasure originates from the desire, the lack of, and the need for human connection. Johnson’s book 
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“Crafting Short Screenplays that Connect” was a major influence in my dramatic approach to 
Treasure. Although her book is oriented toward short films, I wanted to experiment to see how far I 
could take the idea of ‘Connection’ as drama in Treasure. Ultimately, I decided to inject some conflict 
into the screenplay as well, as I felt that connection alone could only go so far in sustaining audience 
interest in this particular feature-length film. Despite the addition of some conflict, connection 
remained the main thrust of drama in the story. 
  I am attracted to metaphorical symbolism and polysemy—the capacity for a something to 
have multiple related meanings—and took pains to weave as much meaning into the subtext of 
Treasure as possible. Our protagonist, Erica, has lost her mother, who was a central relationship and 
‘compass’ in her life. She now finds herself empty, appearing adrift through life, worried only by 
what to wear at the next party. The events in Treasure lead her to meet people that help focus her 
path and lead her toward greater fulfillment and happiness. A quote from an unknown source says it 
best: “Maybe the journey isn’t about becoming anything. Maybe it’s about un-becoming everything 
that isn’t really you so you can be who you were meant to be in the first place.” To underscore the 
deconstructive/symbolic undertones of the film I have gone so ‘meta’ as to have placed tracking 
numbers within frames of the film so that geocachers and ‘discover’ ‘trackables’—items with 
tracking numbers that can be logged as ‘discovered’ on his or her profile—in the film itself, making 
the event of watching the film quite literally a geocaching adventure in and of itself (see figure 3). 
Sometimes the fun is in the find—as well as well as the journey, of course. If the reader looks closely 
at figure 3 he or she will notice that there is a code below the ‘travel bug’. This thesis is a geocaching 
‘trackable’! The reader could visit geocaching.com, sign up, and log the discovery on his or her 
profile.  
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Figure 3. Example of an embedded ‘trackable’ in Treasure.  
Erica is not alone. Many real-life geocachers describe geocaching as having ‘saved’ them. In 
“The Joy of Geocaching” the authors outline the story of Ed Manley, who, in 2003 decided to kill 
himself (Gillin, Gillin xi). Faced with insurmountable health problems and deep depression he 
decided to take his boat to a middle of lake to fish with the plan to fake an accident that would cause 
his drowning and provide life insurance for his family. That morning while loading his boat a GPS 
device he had ordered months before showed up. Out of curiosity he used his wheelchair and the 
GPS to navigate to a nearby geocache. For the first time in years he was excited about something.  
He had two choices: kill himself or get healthy. Geocaching was his road to recovery and he 
helped found the Alabama Geocachers Association and The Online Geocacher, a free Web 
magazine dedicated to assembling the best stories, news, and advice from cachers all over the world. 
 This theme extends itself to the people that enter Erica’s life as the events of Treasure unfold. 
Ryan, the geocaching volunteer from the soup kitchen, not only shows her what a GPS device is, 
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but also acts as a gentle guide in helping her find her way. When discussing a geocache called “The 
Meaning of Life Cache”, Erica comments, “It’s probably an empty container.” Ryan counters, asking 
her to look at the leaves in the tree:  
 
They react to the energy of the sun and the wind. They don’t know where 
that energy comes from; they just react. People are just like complicated 
leaves. We can feel the energy; we just don’t know how to describe it. But it’s 
there. It’s just a matter of going along with it, or fighting it. (Treasure) 
 
Later in the film, Erica is upset that her contribution in time and effort at the soup kitchen 
has little lasting impact on the problem of homelessness. Angela, who runs the soup kitchen, 
explains, “Society is like a selfish teenager, honey. It’s growing, it’s changing, and maturing, but it 
just takes time.” Erica laments that “it needs to hurry up”, and Angela explains with a sigh, “It can’t”. 
This conversation gets to the heart of the story. Erica wants to forget the pain of past, but can’t, she 
wants to change the future, but can’t. In the end she needs to live in the now, enjoying a connection 
with others in the present moment. This realization unfolds through the three acts of the film. 
In the first act, Treasure begins in the city, with bright lights and human-made buildings filling 
the atmosphere. The music is computer-based, thumping and energetic. From the air, cities are 
indistinguishable from computer processors. At the outset of the story, Erica follows one simple 
program in her life: to seek the next thrill in an attempt to kill the pain. In doing so, she almost ruins 
her life completely. 
In the second act, Erica’s transition to a more natural state is identified through change in 
locations and music changing from computer-originated to organic. Following Ryan into the woods 
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she is lead into the quiet contemplative world of the outdoors, closer to nature, and closer to her 
natural self. Ryan introduces her to the GPS, a way of finding herself in the world, a new compass in 
her life, and a renewed sense of passion. The film includes an important visual metaphor for Erica’s 
relationship with her father. In one scene there sits an unfinished model rocket on a worktable in 
Ethan and Erica’s garage. It seems almost frozen in time; perhaps they stopped working on it as her 
mother’s illness worsened. When Ryan asks why she has not finish it, Erica replies, “I’m not a kid 
anymore.”  
In the third act, Ethan suffers a mild heart attack (itself a metaphor for his ‘broken’ heart), 
and must recuperate at home. Erica brings the rocket into the house for him to work on as he 
recuperates. As they finish building the rocket together, both characters experience a feeling of 
closeness and mending not felt in years, as though they are rebuilding their relationship as well. 
Shots of the moon are included in the opening scene at night, and in the closing scene, hanging 
amidst a day-breaking sky as visual bookends for the film. In the final scene, Erica is with those she 
loves most. She is happy, connected, and finally living in the moment as they all watch the rocket 
blast off into the sky. She feels ‘like a kid’, again open to the wonder of the world. 
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The ‘Look’: Planning the Image, Blocking, and Shot Design 
It took just a little bit of research on Internet forums to learn that geocachers would be very 
interested in this film due to the geocaching involved. I focused on what this audience would want 
from such a film. As mentioned previously, parents who participate with their children in 
geocaching activities lament the lack of this ‘family-friendly’ subject in film. This was a niche Treasure 
could fill and I decided to take the film in that direction. Since Treasure is a light-hearted drama I 
decided to eschew chiaroscuro and utilize high-key lighting for most scenes, switching to low-key 
lighting for heavier dramatic scenes. I pondered over the screenplay and realized that it plays out 
similar to a television film. Structurally, it was not written with commercial breaks in mind, but I 
decided that the modern made-for-television movie aesthetic fits this film nicely with the added 
bonus of practicing the craft in a way that supports my goal as a working director in film and 
television. 
Television films, like television shows, are shot as efficiently as possible due to budgetary 
constraints and the staging and blocking is an important aspect of efficiency in design. In order to 
shoot Treasure on the budget allotted we would have to work at the brisk pace of a TV crew. That 
aesthetic would follow both budget and story. Millions of dollars can easily be spent on production 
design and set decoration, and are routinely a large part of film budgets. As a micro-budget 
filmmaker I decided to focus on the basics of good storytelling craft rather than frills that would 
push beyond what our budget was capable of. Bruce Mamer says that, “Intricate moving shots are 
quite attractive to first-time directors. Both the time devoted to them on the set and the internal 
pacing of the shots themselves, however, pose significant challenges.”  
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He continues, explaining: 
This is one of the fundamental albeit subtle differences between commercial features 
and low-budget independents…Independents are often stuck in the position of 
needing to accomplish more script pages with a less experienced crew, a primary 
reason why independent films do not have the production values that commercial 
features enjoy. The thoughtful expenditure of limited resources—human, temporal, 
and physical—is a fundamental aspect of successful shooting. (168) 
 
As expected, principle photography was a constant race against time to get the shots in and I 
ended up eliminating and combining shots on set to increase our speed and efficiency, or, ‘make our 
day’, in production parlance. This forced me to think fast and actually contributed a great deal to the 
final aesthetic of the film. I discovered how to examine a scene in parallel and choose shots for 
coverage that would also work well in editing. 
This method was very effective. We shot a complete film with very little need for pickups. 
The camera setups cut well together. Camera movement and lighting is always motivated by the 
story and camera movement. Framing the majority of shots using the rule of thirds gives the film 
some nice looking, balanced images. Contrast in deep and flat space makes the film more dynamic 
and interesting despite the lack of complex camera movement. I also found ways to support the 
story through using contrast and affinity of tone, line, shape, color, movement, and rhythm to 
elevate the visual interest in any given shot or scene (Block 2). The ungraded stills in Figures 3 and 4 
on page 33 illustrate the various ways in which we used the rule of thirds and the Golden spiral to 
compose aesthetically pleasing images for Treasure. 
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Figure 4. Example of the Rule of Thirds in Treasure 
 
Figure 5. Example of the Golden Spiral in Treasure 
Despite the time-constraints imposed on us, I still found a few key places in the film to 
include camera movement where it would have most impact. In one such shot that utilizes a camera 
dolly on track, Erica is excited about finding May to solve a Sudoku puzzle. She runs through the 
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soup kitchen and the camera tracks with her creating a lot of parallax with the patrons in front of 
her. This adds excitement and energy to the frame motivated by the concurrent character excitement 
and actor movement. In another instance we used dolly track to combine shots, allowing the actors 
to move, and planning motivated camera movement at the same time. We also shot static shots 
from the dolly as well to complete the coverage of the scene. This resulted in efficiency that allowed 
us to shoot more in less time. 
Over the course of the film Erica’s emotionally disconnected relationships become 
increasingly closer. An early decision was to support this progression visually by using shoulder-
mounted shots in the beginning of the film for a more jilted effect, and framing characters physically 
in a way that would visually convey her alone-ness and lack of connection. Further along in the story 
we locked the camera down onto a tripod as a metaphor for dramatic ‘stability’ and framed 
characters in more two-shots as Erica’s arc progressed, again physically mirroring her renewed 
confidence and her strengthening relationships with the other characters. 
 
Directing the Actor 
Setting all other issues aside, at the very heart of Treasure lie the performances of the actors, 
who inhabit the world of the characters and as closely as possible, truly live it. There are many 
approaches to stage and film acting. Some filmmakers believe that the actors get in the way of the 
story. For instance, Robert Bresson is known for using non-actors that give very flat performances, 
believing that “…acting kills the illusion created by the photography” (37). Russian film theorist Lev 
Kuleshov realized that “It became apparent that [I could] change the actor’s work, his movements, 
his very behaviour, in either one direction or another, through montage” (55).  
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I chose to use actors who have been trained to provide truthful emotion to an imaginary 
circumstance. For me, it was important that whatever the actor was feeling, it had to be real 
although the situation was not. Other elements of the scene work to this end but of prime 
importance is the emotional connection that draws the audience into the story and keeps them 
emotionally engaged. A notable example of this occurred when filming the scene where Danny dies. 
While filming the scene I failed to yell ‘cut!’ during a take, finding myself swept up in the emotional 
intensity of the actors, moved to tears right there on set. As a director I believe in being emotionally 
available because if the audience has any chance of feeling something through the screen I have to 
feel it first on set first.  
During my graduate studies at UCF I trained as an actor with Marco DiGeorge (protégé of 
Larry Silverberg). Under Marco I studied Meisner Technique to help me get in touch with, 
understand, and utilize real emotions as an actor so I could understand and communicate with the 
actors I work with. This work has had a surprisingly profound effect on the way I write and direct 
films. For instance, instead of writing and directing from an idea of an emotion I want to convey, I 
write and direct with truthful emotion as the goal. The director has to feel it for the audience until the 
show is complete.  
 Treasure explores that which is essential and innermost about its characters. Although there 
exists moments of external conflict, much of the conflict in the film takes place internally. The 
challenge lies in depicting the internal conflicts visually. This occurs through the use of active 
dialogue with other characters, and through such technical methods as isolating characters in close-
ups, using long-lens’, filming characters alone, and color-grading scenes for emotional impact.  
For this film I chose to leave certain actions and reactions by the characters out of the 
screenplay. I do not feel a character-driven drama such as Treasure is well served by micro-managing 
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each and every movement of the actors portraying the characters. Therefore, the script paints the 
broad strokes, and with the artistic freedom and space provided the actors filled in the fine details 
during their honest interpretation of events. During rehearsals with the cast I questioned the actors 
about their impulses. These impulses were noted and where possible, the blocking and performance 
were fine-tuned to facilitate the actors’ natural and truthful portrayal. Leaving space for momentary 
elements of the performance to chance and spontaneity was vital. I believe this flexibility helped 
draw more compelling performances from our cast. 
“Film…has always involved a series of compromises between the accidental and the 
deliberately controlled” (Burch 113). My first film was a documentary about two brothers trying to 
get a car to travel a quarter-mile in under ten seconds. I knew each race they attended would be a 
scene in the film and that the structure would involve them traveling to the race, getting the car 
ready, racing, wins/losses and homecoming. What I did not know was if the car would break down, 
if rain would come on race day, if they were to be win or lose, how they would react, and if they 
would meet their goal of crossing the finish line in under ten seconds. In sum, I could control some 
aspects of the process but not others.  
On Treasure, we were working from a script that was fairly well planned out, however, the 
actors ideas had an impact and improved the final product. John Hardy, who plays Ethan, had a 
knack for thinking about what the character would really do, and this spur-of-the-moment insight 
had a positive effect on the outcome of the scenes. For instance, in scene 111 (see APPENDIX B: 
SCREENPLAY) the script called for John (as Ethan) to pull an envelope containing a letter from 
Erica’s deceased mother from a drawer. John insisted that this particular letter would not be left 
lying in some cluttered drawer. Instead, we searched for and found an antique-appearing journal and 
placed the letter in its deckle-edged pages. In the scene, John smooth’s his hand over the cover 
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indicating something meaningful within, setting the expectations of the audience, before drawing the 
letter out. That is why I always at the very least consider an actor’s impulse. If it works…it works!  
 
Figure 6. John Hardy improvises a meaningful action on set 
Spontaneity like this brings some measure of inner truth to the surface of such a constructed 
thing as a film. Like Cassavetes in Shadows (1959), we capitalized on the power of Method dramatic 
improvisation as expressed through the various flavors of the Method introduced by Lee Strasberg’s 
protégé’s (Rabiger 30). Cassavetes’ Shadows is “undeniably powerful in its spontaneity. Most 
importantly, it presents Cassavetes’ ground-breaking understanding…that personal identity is not 
fixed, but something made and discovered in vital negotiation with others” (Rabiger 31). Treasure’s 
themes were reinforced by the aesthetic choice to allow for the aleatory to manifest itself in the 
acting. Final blocking decisions were made on location before setting up the shots. As described 
above, this allowed for the aleatory to flow right into the scenes as we shot them. 
We did not have the budget for fancy locations and camera moves. In this film, the 
performance is everything. And in an intimate connection-driven drama such as Treasure, it should 
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be. I commend my entire cast, especially our lead player Ansley Gordon, for the effort and talent put 
into this film. There is a period in the film when Erica goes through quite a bit of emotional turmoil 
and I can say that when you see Erica’s emotions on screen, you are witnessing a true emotional 
event in Ansley (see figure 6). As a director, it was a revelation to watch her work. After a short time 
she earned my trust with the character, and my directions became exceedingly modest, relegated 
mostly to simple adjustments and blocking guidance. 
 
Figure 7. Ansley Gordon as Erica experiencing a true emotional event 
I learned an invaluable lesson while shooting Treasure that I would not fully understand until 
I acted in my first film months later: actors really do not know if they did well or not. They rely very 
much on the director to give them feedback. I had a vague idea that this was the case (because 
books I read about directing actors told me so) but my cast seemed so confident it did not much 
occur to me how much feedback they would need. I assumed that for the most part they knew they 
did well when they did well. After a while Ansley asked me to give more feedback after takes, even if 
in the form of a high-five to let her know she did well.  
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It was not until I was cast in a small speaking role in a short film months later that I realized 
that it is nigh impossible to judge your own performance because to do well you have to be far too 
busy performing to notice! When the director yells “…and action!” the actor goes into the 
moment—and that is exactly where you want them to be. You do not want your actors minding 
their performance as they perform—that’s the director’s job. They rely on the director for feedback 
after every take to know how well they did. When I performed in my first film it really hit me that 
this was the first time I have never been on set and didn’t know if I performed my duties well. Every other 
job on set (as crew of course) I have always been able to evaluate my performance. Not as an actor. 
This is one lesson that will never be lost on me as I work with actors in the future.  
Looking back there are very few things I would or could do differently. Maybe I could have 
got a shot here instead of there, or asked an actor to internalize their pain, or really fought for 
something that should have been quiet instead of loud, or funny instead of serious. But in the end a 
first feature-length narrative film is about finding out these little things so that you can do them even 
better next time. I am happy to say that my vision of the film was closely achieved. As a writer and 
director it is a surreal experience to witness actors hearts become one with the characters as they 
breathe life into their words and relationships.   
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CHAPTER 4: PRODUCTION 
“Sometimes you don't know what you're looking for until you find it.” 
-Adam Ross (character), CSI:NY 
 
Principle Photography: The Numbers 
 Principle photography for Treasure consisted of 23 production days (see APPENDIX K: 
CALL SHEETS) to shoot a 111-page script. On an average day we had about 12 crewmembers and 
2 or 3 actors. We worked for about 9 hours per day. We accomplished a total of 1,120 takes in 332 
camera setups. That’s 14.4 camera setups and 48.7 takes per day. That means we performed 3.4 
takes per setup. We shot an average of 5 script pages per day. The total running time of all footage 
shot came to 25 hours, 27 minutes, and 12 seconds. All in all we recorded over 2.2 million individual 
frames of digital footage. This chapter explains how we executed the vision. 
 
Minimizing Costs 
 It behooves producers and writers of micro-budget films to give special consideration to 
“locations, actors, animals, props, and wardrobe” in order to minimize costs on any items that affect 
the story (Grove 34). Following this sage advice, the screenplay for Treasure does not call for special 
effects, special makeup, or special vehicles. 
Treasure takes place within locations that we could procure for free, such as houses, parks, 
and a soup kitchen that are non-specific in nature. We only had to pay a small fee for the Little Big 
Econ State Forest location. And some parking fees at Wekiva Springs State Park.  
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 The nature of my vision for Treasure did not require every shot or action by the characters to 
be spelled out in the script. This gave us plenty of latitude to compose the shots based on the 
locations available, rather than forcing us to build sets in order to achieve specific shots, resulting in 
cost efficiencies. To minimize the potentially dull effect of less-than-picturesque locations, we 
focused on the people in the frame rather than the surroundings. I agree with Robert Rodriguez 
when he says that, “The interesting human will always beat out the uninteresting set” (205). 
 
Camera Setups 
I have to say that as a director I very much enjoyed designing each scene in Treasure to be 
shot as efficiently as possible. Shot and scene design is an important aspect of visual design in film 
that affects just about everything. With such a minuscule budget we needed every angle to cut well in 
post, and that left little room for waste. My original shot list contained about 500 camera setups. I 
listed every shot we might need. I intentionally padded the shot list because I knew that the 1st 
Assistant Director would schedule the shoot according to the shot list and it was going to be far 
easier to cut or combine shots out of the schedule and far more difficult to add shots in.  
We ended up with 332 setups total, so we were able to discard or combine about 170 setups, 
or roughly 1/3 of the total planned shots. That sounds like a lot until you consider we shot about 
115 scenes. That means that on average we discarded or combined one or two shots per substantial 
scene. Keep in mind that many scenes in the beginning of the film consist of only one setup but the 
rest of the film averages around 4-5 setups per scene, which is enough to cover the very basics of a 
dialogue scene.  
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I am very glad that I padded the shot list. Time was a near-unassailable enemy hunting us 
down at every moment of production. Efficiency became the only weapon in our arsenal against its 
onslaught. We had to cut and combine camera setups in almost every single scene. We shot the most 
minimal amount of setups we could for most scenes, and had to make them as ‘cut-able’ as possible.          
We prevailed. We used almost every camera setup in the edit. Would I have liked to have more to 
work with? Sure. But it worked. It was lean, but every setup cut into the others seamlessly.  
 
Scheduling 
A comparison of the original one-line schedule in APPENDIX I: ONE-LINE SCHEDULE against 
the call sheets in APPENDIX K: CALL SHEETS shows that with the exception of the soup 
kitchen scenes, most scenes had to be rescheduled after the first day. We planned to shoot outdoors 
the first week because we knew that the weather during a Central Florida summer is erratic at best 
and it would be easiest to reschedule a rained out shoot that occurred earlier in production. Sure 
enough, it rained on us halfway through both of our first and second days. It literally rained on us. 
We saved the equipment by getting it under canopies but many members of the crew got soaked 
from head to toe. I avoided getting soaked the first day but on day two received a complete 
drenching. It worried me that the rain might affect crew morale but I believe it bonded us. Luckily, it 
was not too rainy for the rest of the shoot. 
The only other time the rain really bothered us was a particular day in the soup kitchen. An 
actor had to leave shortly and it was pouring. We had no choice but to shoot it, and in one take. 
Unfortunately the broadband noise from the rain hitting the roof was too loud to be removed in 
post-production and we had to reshoot the scene as a pickup after principle photography. 
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Crew 
The film company was a small volunteer army culled mostly from the ranks of UCF’s BA and BFA 
undergraduate film programs. Large studio films can employ upwards of 100 or more crew members 
on set at the time of filming. Micro-budget films may employ fairly large crews but for Treasure we 
could only afford to fill the minimum amount of needed crew positions. Reasons for this include a 
smaller budget for catering, easier management of personnel, more control over the production, 
shorter communication channels, privacy, and intimacy, all which contributed to efficiency. Indeed, 
managing an average crew of 12 people did not prove to be terrible daunting. Luckily everyone had a 
professional attitude, knew what his or her jobs were, showed up, and worked together very well. 
We had some minor misunderstandings but ultimately had a fun set, with positive energy, plenty of 
joking around, and plenty of work getting done as well. Even though it got stressful at times it was a 
pleasure working with everyone. I owe a debt of gratitude for their help in bringing the story to life 
and I am glad that my project could provide them with an opportunity for experience!  
 
Figure 8. The crew films at the soup kitchen location 
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Digital Tools for Modern Production 
 Without relatively inexpensive modern digital production tools, we could not have made 
Treasure at the quality and budget we did. Just over a decade before Treasure was shot, Vidocq (2001) 
was the first major film released that was shot entirely with digital cinematography. The 
cinematographer shot the film using the Sony CineAlta HDW-F900. Fast-forward thirteen years and 
we shot on the Sony CineAlta PMW-F3, which has a large sensor and produces a very cinematic 
picture. For decades filmmakers used just a handful of celluloid film formats. Right now many digital 
cinema production tools become obsolete very quickly and anything I write about it now will surely 
be out of date the moment the words are typed, so in an effort to define Treasure’s place in the 
historical production timeline I would like to make a few personal observations about the tools we 
used and how it helped or hindered our production.  
 For years I have praised the benefits of the using the cloud-based software and storage of 
Google Docs to organize film productions. I usually received a blank stare as I was asked what that 
was. In 2014, Google Docs is called Google Drive and everyone seems to know how to use it. My 
first order of business for Treasure was to setup a main Google account. With an email address and 
cloud storage/application access the team could easily coordinate with each other and work on 
documents at different times. We even generated spreadsheets with Google to efficiently gather 
crew information by sending them a link to a survey. That was an easy way to collect their 
information and find out if a crewmember has allergies or medical conditions we should be 
concerned with.  
 With Google Drive we conveniently controlled folder access to members of the team that 
needed it. For instance, the pre-production crew had access to a folder where they could gather 
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information on locations, catering, and actor auditions. The producers had access to the financial 
and legal folders. The 1st Assistant Director had access to the scheduling folder. The creative team 
(Cinematography, Screenplay, Editorial, Wardrobe, Production Design, etc.) had access to each 
other’s folders in order to share research. This allowed us to work efficiently and on our own time 
schedule without the need for a physical meeting to share information.  
 Other cheap/free apps were incredibly useful to our production. I wrote Treasure on 
industry-standard Final Draft 8 and Final Draft 9 screenwriting software. It made formatting a 
breeze so I could concentrate on writing. We used Scenecronize for breaking down the script and 
scheduling. I used Shot Designer to block scenes before production. I used Artemis Director’s 
Viewfinder for iOS while location scouting to see how shots might look in the space. We used an 
app called Plane Finder to find out how often aircraft fly overhead of our locations when scouting. 
If we found ourselves under a heavily trafficked flight path, we moved on. We used the Weather 
Underground app constantly during production to check the weather. It is only helpful if you heed 
its warnings, though, as we did not do and got caught in the rain on the first two days. We used an 
app called Helios to know ahead of time where the sun would be at certain times of day. I used a 
Treasure Crew Facebook page during production to communicate with the entire team all at once. 
We used Vimeo during post-production to share versions of the edit with each other. 
With so many great digital tools, there was really only a few things that we did the old 
fashioned way. Firstly, I attempted to use an app called Shot Lister on the iPad for my shot list but 
ultimately the experience was too cumbersome to be useful. After some back and forth emails to the 
developer about the issues I was having I abandoned the software altogether. This app shows 
promise, but unfortunately at this time they are forced to work around the limitations of iOS and it 
makes the software difficult to use. Secondly, our script supervisor did not use digital tools available 
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for that job. He used a binder with analog paper. Why? Well, digital script supervising takes some 
practice and skill to perform necessary functions quickly enough on the iPad. Also, one of the main 
apps for script supervising costs about $300 and we did not have the time or budget to utilize it. 
Thirdly, all of our contracts were signed the old-fashioned way—on paper with ink. It is possible to 
legally sign an Adobe Acrobat document but it involves some rigmarole I was unwilling to go 
through to make it happen. 
 
Post-Production 
 I chose not to edit Treasure myself for a few reasons. The first of which was, as the director, I 
knew that I would be required to see the film as a whole and make editorial decisions that would be 
best served by experiencing the film as closely to how the audience would perceive it as possible. 
Paying attention to how I felt while watching it would help me understand which editorial decisions 
should be made to create a better experience for the final audience. Distancing myself from the 
work of piecing together the shots would make it easier to see anything that needed to be cut out. It 
can make it easier to cut scenes because I did not personally put the work into editing them. 
Importantly, I also wanted to watch Treasure with a fresh pair of eyes to lend new perspective to the 
film. In order to accomplish this I needed to find someone whose personality and style 
complimented rather than clashed with my own.  
The editing process went well due to the natural talent of Treasure editor Jordan Chipps and 
his insistence that the production crew properly slate and manage the digital dailies during 
production. Jordan has proved a true collaborator in the telling of the story. I feel that our styles of 
storytelling and editing have complimented each other to make some really great editorial decisions.  
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Working with a fast and knowledgeable editor allowed us to “Dream in pairs”, as Walter 
Murch would say, with each other asking questions, challenging, and defending decisions in a type of 
Socratic Method to find best ‘truth’ of the story (26). Allowing Jordan to edit gave him valuable 
experience and allowed me to take a break from the story for a few months while he performed the 
assembly cut. This gave me some time to rebound after production and also gave me the 
opportunity to watch my film in its entirety as an audience member would. I will never forget how 
happy I was to watch the story unfold that first time. That is when I knew we had a real movie on 
our hands! 
I will perform the dialogue editing this summer and I may attempt to record the score myself 
or I may hire a composer. Sound and music will progress throughout the film as the main characters 
struggle and ultimately change. At this time Treasure is outfitted with a temporary soundtrack and 
score. This has helped solidify my vision for the music in the film. I will use music for a variety of 
effects including smoothing over any cuts to mask continuity mistakes, using music as an emotional 
cue during certain dramatic beats in the film, and to add to or change the mood of any given scene 
to further enhance the dramatic action. I will perform the preliminary mix myself and hire a sound 
engineer to perform the final mix and master of the film.  
I will hire a colorist to match and correct any coloring issues with the film. In the same way 
that we will use music to support continuity, the colorist will ensure that color and value continuity 
is maintained between shots and scenes. We will also color grade scenes to match the dramatic tone 
of the scenes within an overall established color design. We recorded a tonally flat high quality digital 
footage on the Sony PMW-F3 in order to give us the greatest flexibility in coloring possible without 
using RAW footage. 
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As noted in the Pebble Path Pictures business plan located in APPENDIX D: BUSINESS 
PLAN, post-production for Treasure should be completed by the end of summer 2015, one year after 
the completion of principle photography, just in time to submit the film to film festivals for the 
2016 film festival season. It is at this point that over 2.2 million frames and thousands of man-hours 
have finally been whittled away and distilled down to a little movie called Treasure and authorship of 
the film will be considered complete.  
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CHAPTER 5: FINANCING 
The production of Treasure represents an effort to satisfy part of the requirements for my 
graduate thesis. The University of Central Florida Film MFA program stipulates that students’ films 
must be produced on a micro-budget and therefore cannot have a cash production budget over 
$50,000. The capital-intensive production process required for feature films means that budget plays 
a major role in the resulting aesthetic of the film. Utilizing techniques borrowed from the financial 
and investment world, micro-budget filmmakers can transcend some of the more limiting factors of 
such a small budget. 
Leverage 
 Although efficiency is key to utilizing resources without waste, micro-budget filmmakers, 
whether they are aware of it or not, must utilize the more powerful concept of leverage in order to 
amplify scarce resources. Leverage is the “use of a small initial investment…to gain a very high 
return in relation to one’s investment” (leverage). For instance, if I pay somebody to watch my child 
while I am at work and I earn the same amount that I pay in childcare, then I have simply used a 
resource. If I pay for childcare during the day and I work at a job that makes twice as much as I pay 
in childcare, then I have leveraged the resources used to pay childcare to create a greater yield. 
 We wanted to amplify our meager resources in order to make a film with greater perceived 
production values than might be assumed by such a tiny budget. “Within the context of leverage, 
resource amplification refers to the increase of effective value of a given resource through the 
magnified output resulting from the leveraged use of the resource” (Pate 9). For example, a real 
estate investor can borrow money to acquire property that earns them an income greater than the 
interest they have to pay on the mortgage. We procured financing for Treasure from sources typical 
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of many micro-budget films. These include the filmmaker, friends, family, grants, and a crowd-
funding campaign. The independent nature of the funding gives independent filmmakers the ability 
to experiment with cinematography and narrative structure (Murray 13). Although I chose not to 
experiment much with cinematography due to aesthetic reasons, I did write a character-centered 
screenplay that, although structured, does not follow a formula. For instance, the acts are not 
perfectly timed to any specific page count but naturally emerge from the arc of the characters’ 
journey (Horton). 
 Since Treasure will be produced on such a miniscule budget, we used great care in the 
spending of that money. Simply put, we leveraged every dollar in order to maximize its value. The 
importance of implementing this concept cannot be understated. There are many ways in which we 
leveraged money. Money spent to purchase production insurance gave us access to more locations. 
Money in the budget for catering kept our cast and crew happy and provided a positive working 
atmosphere. Money spent on forming a Limited Liability Company limits our exposure to lawsuits. 
Money spent on a Film Title Report, an Attorney Title Opinion Letter, and Errors and Omissions 
Insurance will make it easier to procure a distribution deal. 
 Relationships are a key resource to leverage. This includes the value derived from the free 
use of equipment belonging to the UCF Film program. Without the provided equipment and the 
volunteer spirit of the cast and crew, this film could not get made. Since much will be given freely 
for the production of Treasure, it falls on the producers to act ethically in every way. To me, that 
means putting forth all possible effort to manage all resources available to make this film a success 
for everyone involved. This includes making the work of the crew meaningful by allowing them the 
opportunity to have input on the film. They also obtained valuable knowledge and experience that 
they can leverage to find work in the future. We also leveraged the experience and guidance of the 
  52 
Thesis Review Board, implementing efficiencies and ideas that emerge from discussions with 
experienced producers. 
 
Distribution 
One can make a movie and upload it to the Internet for the entire world to watch it for free. 
Unfortunately this does not guarantee that the audience will even find it and it will not make money 
for the producers. Therefore, we seek a distribution deal that will help Treasure find its way into 
VOD markets that will help the film find its audience and provide remuneration for the producers 
and prestige for the cast and crew. If a traditional deal cannot be made within the first year, then the 
producers will pursue aggregators such as Distribber to find a place in the VOD market such as 
iTunes and Netflix. In order to achieve any kind of distribution minimum monies will need to be 
spent on production insurance, a film title report, an attorney title opinion letter, errors and 
omissions insurance, LLC filing fees, festival submission fees, and, possibly, an MPAA rating. 
Detailed information on how I planned to raise money and how I plan to get Treasure to market can 
be found in the Pebble Path Pictures, LLC business plan located in APPENDIX D: BUSINESS 
PLAN.  
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APPENDIX A: SCREENSHOTS  
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Figure 9. Erica takes pills with James 
 
Figure 10. Erica drinks liquor 
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Figure 11. Erica crashes her car 
 
Figure 12. Ethan is upset with his daughter Erica’s behavior 
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Figure 13. Erica has to ride her bike 
 
Figure 14. Erica argues with alternative community service officer Ramona 
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Figure 15. Erica rides her bike to the soup kitchen 
 
Figure 16. Erica meets Ryan at the soup kitchen 
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Figure 17. Erica parties again 
 
Figure 18. Erica learns about geocaching from Ryan 
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Figure 19. Erica and Ryan chat about life 
 
Figure 20. Erica and Ryan talk philosophy 
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Figure 21. Erica talks with her father Ethan 
 
Figure 22. Soup kitchen patron Danny asks for some salt 
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Figure 23. Erica wakes up early to cook at the soup kitchen 
 
Figure 24. Erica shops for ingredients 
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Figure 25. Erica cooks at the soup kitchen with Angela, Ryan, and Ethan 
 
Figure 26. Erica, Ryan, and Ethan serve food at the soup kitchen 
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Figure 27. Danny thanks Erica 
 
Figure 28. Angela looks on proudly at Erica's efforts 
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Figure 29. Erica takes Danny to where he squats after he's beaten up 
 
Figure 30. Danny opens up to Erica 
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Figure 31. Erica shows concern for the homeless man Danny 
 
Figure 32. Erica enjoys something she usually takes for granted 
  66 
 
Figure 33. Erica and Ryan ask soup kitchen patron May for help 
 
Figure 34. Ryan thanks May 
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Figure 35. Erica searches for May's family 
 
Figure 36. Erica's friend Sierra is worried 
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Figure 37. Erica and Ryan geocaching 
 
Figure 38. Erica and Ryan hanging out 
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Figure 39. Erica gives Ethan something to do 
 
Figure 40. Erica, Ethan, and Jazzy work on the model rocket together 
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Figure 41. Ethan makes a difficult choice 
 
Figure 42. Ethan asks for help 
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Figure 43. Ethan hasn't dated in a while 
 
Figure 44. Ethan remembering Amanda 
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Figure 45. Angela consoles Erica 
 
Figure 46. Erica is frustrated and angry 
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Figure 47. Erica reads a letter from her mother Amanda 
 
Figure 48. Amanda speaks to Erica through space and time 
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Figure 49. Erica and Sierra work it out 
 
Figure 50. Ryan finds a special geocache 
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Figure 51. One last thing to complete the rocket 
 
Figure 52. Blastoff! 
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APPENDIX C: SCREENPLAY STATISTICS REPORT  
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Screenplay Statistics Report 
 
GENERAL STATISTICS 
Number of words: 19094 
Number of paragraphs: 2798 
 
 
ELEMENT STATISTICS 
Element  Number Percentage 
Dialogue  1040  47% 
Action   566  41% 
Character  1036  6% 
Scene Heading 121  4% 
Parenthetical  30  0% 
General 2  0% 
Transition  3  0% 
 
CHARACTER STATISTICS 
ERICA: Speaks 506 times (48%) for a total of 4313 words (47%). 
RYAN: Speaks 170 times (16%) for a total of 1565 words (17%). 
ETHAN: Speaks 119 times (11%) for a total of 931 words (10%). 
SIERRA: Speaks 69 times (6%) for a total of 486 words (5%). 
RAMONA: Speaks 29 times (2%) for a total of 321 words (3%). 
DANNY: Speaks 24 times (2%) for a total of 196 words (2%). 
JAMES: Speaks 11 times (1%) for a total of 136 words (1%). 
AMANDA: Speaks 1 times (0%) for a total of 220 words (2%). 
DOCTOR PENN: Speaks 7 times (0%) for a total of 129 words (1%). 
JERRY: Speaks 1 times (0%) for a total of 1 words (0%). 
MAX: Speaks 1 times (0%) for a total of 1 words (0%). 
MELISSA: Speaks 2 times (0%) for a total of 2 words (0%). 
OFFICER DAVIS: Speaks 8 times (0%) for a total of 71 words (0%). 
PARTY GIRL: Speaks 2 times (0%) for a total of 5 words (0%). 
PATRON: Speaks 1 times (0%) for a total of 5 words (0%). 
THUG LEADER: Speaks 6 times (0%) for a total of 44 words (0%). 
DISPATCH: Speaks 1 times (0%) for a total of 5 words (0%). 
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Pebble Path Pictures, LLC 
 
The Business Plan 
 
This business plan (the “Business Plan”) is for information only and is not an offer to sell or a 
solicitation of an offer to buy securities. The Business Plan is not a prospectus and is not a private 
placement memorandum. The Business Plan and its contents are not to be construed as legal, 
business, or tax advice.  
Furthermore, the entire contents of the Business Plan are confidential and the reader, by 
accepting the Business Plan, agrees not to disseminate to a third party or copy the information 
contained herein, in part or in whole, without the express written consent of Pebble Path Pictures, 
LLC. The Business Plan is the property of Pebble Path Pictures, LLC and by accepting the Business 
Plan the reader agrees to immediately return the Business Plan to Pebble Path Pictures, LLC upon 
request. 
  
  202 
Information and Risk Statement 
This business plan (the “Business Plan”) is for information only and is not an offer to sell or 
a solicitation of an offer to buy securities. The Business Plan is not a prospectus and is not a private 
placement memorandum. The Business Plan and its contents are not to be construed as legal, 
business, or tax advice.  
Risk Factors 
Investment in the film industry is highly speculative and inherently risky. There can be no 
assurance of the economic success of any motion picture since the revenues derived from the 
production and distribution of a motion picture depend primarily upon its acceptance by the public, 
which cannot be predicted. The commercial success of a motion picture also depends upon the 
quality and acceptance of other competing films released into the marketplace at or near the same 
time, general economic factors, and other tangible and intangible factors, all of which can change 
and cannot be predicted with certainty. 
The entertainment industry in general, and the motion picture industry in particular, are 
continuing to undergo significant changes, primarily due to technological developments. Although 
these developments have resulted in the availability of alternative and competing forms of leisure 
time entertainment, such technological developments have also resulted in the creation of additional 
revenue sources through licensing of rights to such new media, and potentially could lead to future 
reductions in the costs of producing and distributing motion pictures. Due to the rapid growth of 
technology, shifting consumer tastes, and the popularity and availability of other forms of 
entertainment, it is impossible to predict the overall effect these factors will have on the potential 
revenue from and profitability of feature-length motion pictures. 
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Pebble Path Pictures, LLC is in the organizational stage and is subject to all the risks incident 
to the creation and development of a new business, including the absence of a history of operations 
and minimal net worth. In order to prosper, the success of Treasure will depend partly upon the 
ability of management to produce a film of exceptional quality at a lower cost, which can compete in 
appeal with higher-budgeted films of the same genre. In order to minimize this risk, management 
plans to participate as much as possible throughout the process and will aim to mitigate financial 
risks where possible. Fulfilling this goal depends on the timing of investor financing, the ability to 
obtain distribution contracts with satisfactory terms, and the continued participation of the current 
management1  
                                                 
1 Levison, Louise. Adapted with permission. 
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Executive Summary 
Introductory Statement 
Pebble Path Pictures, LLC is a Limited Liability Company formed for the sole purpose of 
producing, funding, and seeking distribution for the independent feature film titled Treasure. Treasure 
is an independent comedy-drama motion picture to be produced on a budget of less than $50,000. 
Pebble Path Pictures, LLC is uniquely positioned to leverage minimal resources resulting in a film 
with a high level of production value. Chris Williamson, the writer/director of Treasure is an 
experienced video producer who is making Treasure in part to satisfy the requirements for his thesis 
to earn his Master of Fine Art degree at the University of Central Florida. This relationship with 
UCF gives the company free access to costly professional-level equipment, an experienced group of 
professors for advisement on the project, and film students in a highly rated undergraduate film 
production program. Production will take place in and around Orlando, Florida. Producing a 
professional quality feature film with a compelling story on a micro-budget dramatically increases the 
chance for financial success. 
Management Team 
Chris Williamson will serve as the sole manager of Pebble Path Pictures, LLC. He has seven 
years of experience producing, directing, and editing projects such as documentaries, music videos, 
corporate videos, reality television, commercials, training videos, etc. 
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Product Description 
The story follows Erica, who must attend compulsory community service at a soup kitchen after she 
is caught drinking and driving. Erica feels she is being punished until soup kitchen volunteer Ryan 
reaches out to her. He takes her geocaching, a game where participants use GPS devices to find 
items hidden all over the world. Erica reluctantly opens up to him and soon realizes that life could 
offer her so much more if she is open to change. Her involvement with the patrons of the soup 
kitchen lead her on a path much different from the one she was on before. 
Industry Overview 
The ten highest-grossing film companies have their own distribution arms and they claimed 
93.5% of the market share in 20122. Out of an overall domestic gross of $10.821 billion dollars this 
means that all other companies (mostly independent) were able to command more than $700 million 
in sales in 2012. 
Filmed entertainment will keep rising at a 3.1 percent compound annual rate over five years, 
reaching $99.7 billion in 2016 from its current figure of $85 billion. In 2012, the AFM film market in 
Santa Monica saw a 6 percent increase in buyers to 1,616 compared to 1,523 in 2011, and a 5 percent 
increase in buying companies to 753, from more than 60 countries3. This reflects the fact that as the 
economy recovers there are more opportunities for filmmakers to make distribution deals. 
 
                                                 
2 www.boxofficemojo.com/studio 
3 Hollywood Reporter.com AFM 2012: Asia, latin and South America Boost Buyers at Market 
http://www.hollywoodreporter.com/news/afm-2012-asia-latin-south-386454 
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Selling your film at a market to distributors is an older method of achieving success. 
Recently, it has become possible to get a film in front of an audience using aggregators that bundle 
films and sell them to Video On Demand companies. 
Market Analysis & Marketing Strategy 
The independent box office gross in North America in 2012 was $4.5 billion and 41.7% of 
the $10.8 billion total4. Demand for movies remains steady, despite Americans having less 
disposable income. People are in the habit of going to the theater to watch movies and watching 
them at home. Movies are comparably cheap compared to other leisure and entertainment activities 
such as live action sporting events and concerts. This downward trend is expected to reverse as the 
economy recovers and Americans have more disposable income5. To spark interest among the 
potential audience segment, Treasure will rely heavily on initial world-of-mouth most likely generated 
via targeted screenings, Internet exposure, and grass-roots promotions. 
Motion Picture Distribution 
The explosion in the use of Video On Demand services means that Treasure does not 
necessarily need to rely on a theatrical release for success. Treasure will seek traditional distribution 
for a period of a year and a half. After a period of a year and half, Pebble Path Pictures, LLC will 
seek distribution on Video On Demand outlets via aggregators such as Distribber, TuneCore, or 
DIGI Distribution. 
Funding Requirements & Projected Returns 
                                                 
4 Levison, Louise  
5 Kaczanaowska, Agata IBIS World Report "Movie & Video Production in the US" October 2012 
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Pebble Path Pictures, LLC is seeking $10,000 in equity capital, gifts, grants, crowd-funding, 
and charitable contributions to finance the entire production budget of the motion picture Treasure. 
Under a medium successful outcome over ha 5.75 year period beginning with the 
completion of financing, the projected return on investment is 3093%. This translates into a yearly 
internal rate of return of 213.6% based on cash flow projections. Films with comparable budgets, 
initial release patterns, and similar or narrower audiences demonstrate that such returns are possible.  
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Company Description 
Company Details 
 Pebble Path Pictures, LLC is a Florida-based manager-managed limited liability company to 
be founded for the purpose of producing, finding distribution, and collecting revenues for the 
feature-length digital film entitled Treasure. Our vision is to create this film within the low-stakes 
micro-budget paradigm in order to maximize the films chance of success by pursuing alternative 
forms of distribution that have recently become available due to recent advances in Video On 
Demand viewing platforms. 
Company Personnel 
Chris Williamson, manager/director 
Chris will serve as the sole manager of Pebble Path Pictures, LLC. He has produced two 
feature-length documentary films and has worked freelance on a variety of productions including 
music videos, feature films, corporate videos, training videos, and reality television shows. He is 
currently a candidate for the Master of Fine Art degree in Film at the University of Central Florida. 
He is writing and directing Treasure in an effort to fulfill part of the requirements for his thesis. 
 
Chelsie Holler, producer 
Chelsie has produced, written, directed, edited, and even acted in several short films. Her 
film crew won Best Drama for Mr. Carter in the largest student film festival in the United States.  
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Product Description 
Synopsis 
"Sometimes you don't know what you're looking for until you find it." 
 
Erica lives with her father Ethan but they’ve grown distant. One night, Erica attends a party 
and goes too far with the drinking. She runs off the road in her car. She is taken to the hospital 
where they pump her stomach. Since this is her first offense the judge tells her that she can avoid jail 
time by doing community service. Ramona, her case worker, sets her up to fulfill her obligation at a 
soup kitchen run by Angela. Erica is reticent when working there, feeling that she is being unfairly 
punished. A new friendship based on a love for geocaching and the realization that the patrons of 
the soup kitchen are much worse off than she ever dreamed, leads Erica to question her old 
attitudes towards what it takes to be happy. 
Project Details 
 Treasure is a micro-budget coming of age comedy-drama that might be rated PG or PG-13. 
Shooting will take place in and around the Orlando, FL area. To keep the budget as low as possible 
we will leverage relationships with local businesses and universities to stretch every dollar of our 
budget. For instance, as an MFA candidate, writer/director Chris Williamson has access to the 
University of Central Florida Film Departments catalogue of professional-quality filmmaking 
equipment. We will search out local small businesses that can give us deals on catering for the talent 
and crew. We will find actors that are willing to participate in the film for experience and credit. Our 
crew will be culled from the ranks of the UCF and Valencia's undergraduate film programs. Treasure 
will be shot digitally, avoiding the costs associated with shooting on film, which requires chemical 
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processing and digitalization for editing. The completed film is expected to be ready approximately 
one year after the completion of principal photography.  
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Industry Overview 
Production and Distribution 
 There are four steps involved in the creation of any motion picture: development, 
preproduction, principal photography, and postproduction. During development an idea is hatched 
and developed into a screenplay. Once a screenplay is written funding needs to be found for the 
project. Then the film goes into preproduction where all the planning takes place. During this stage 
the crew is hired, actors audition and are selected, the screenplay is broken down, contracts are 
signed, and the budget is set into place. After the planning has taken place the film enters principal 
photography. This when the cast and crew get together and the shooting of the film occurs. 
 Following the successful completion of principal photography is postproduction. During 
this phase the movie is edited, music is placed in the film, special effects are added, and the sound 
design takes place. When all of the technical elements are complete a final version of the film is 
produced. Once the film is complete it enters the process of distribution. The producers of the film 
shop the film to companies called distributors that can license the film in order to sell it in different 
markets. 
Studio vs. Independent Films 
 Movies are financed through different means. Some films are funded by the major film 
studios Sony Pictures Entertainment/MGM, The Walt Disney Company, Warner Bros., Twentieth 
Century Fox, Universal Studios, and Paramount Pictures. These studios are generally a part of large 
conglomerates with the capability of producing large budget features for wide release. Films funded 
by these companies are called 'studio' films. For the purpose of this business plan, all other films are 
considered 'independent' because they are funded independently of the studios.  
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 There are some difficulties in shooting an independent versus a studio film. First of all, 
independent producers must attract financing and seek out distributors. There is no guarantee that 
an independent film producer can find a distributor for their film. The success of the independent 
film rests on the producers’ abilities and tenacity when it comes to seeking out distribution. Unlike 
independent producers, the studios are easily able to bridge the gap if the film goes over budget, and 
they have more resources with which to produce and market the film, not to mention having 
distribution in place before the film is made. 
 Despite these difficulties, there are still significant reasons to produce an independent film. 
For instance, the producer and director of independent films have a great amount of creative 
control. There are many advisors and executives involved in the creative process in studio films. 
This can have the effect of too many separate ideas implemented in one film. Financially, there is a 
relatively large market for independently produced feature films. The ten highest-grossing film 
companies have their own distribution arms and they claimed 93.5% of the market share in 20126. 
Out of an overall domestic gross of $10.821 billion dollars this means that all other companies 
(mostly independent) were able to command more than $700 million in sales in 2012. A micro-
budget film such as Treasure has little overhead compared to larger-budget movies, and needs only to 
secure an extremely modest portion of the market in order to be profitable.  
                                                 
6 www.boxofficemojo.com/studio 
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Current and Future Trends 
The film industry is fast approaching $100 billion a year in global revenues in terms of 
spending across distribution media7. Filmed entertainment will keep rising at a 3.1 percent 
compound annual rate over five years, reaching $99.7 billion in 2016 from its current figure of $85 
billion. Overall domestic box office grosses of films grew over 30% from $7.577 billion in 2000 to 
$10.821 billion in 2012, although admissions are down. This is in part due to rising ticket prices, 
which have flattened out. Average ticket prices rose only 4 cents between 20210-20118. In 2012, the 
AFM film market in Santa Monica saw a 6 percent increase in buyers to 1,616 compared to 1,523 in 
2011, and a 5 percent increase in buying companies to 753, from more than 60 countries9. This 
reflects the fact that as the economy recovers there are more opportunities for filmmakers to make 
distribution deals. A comedy or a coming of age drama like Treasure has a hard time selling to foreign 
distributors because the cultural aspects of the film don't translate well into other cultures. 
Selling your film at a market to distributors is an older method of achieving success. 
Recently, it has become possible to get a film in front of an audience using aggregators that bundle 
films and sell them to Video On Demand companies. By 2017, 63% of North American households 
will own at least one Smart TV, that is, their TV's will come with the innate capability to browse and 
play content from various VOD sources such as Netflix, Amazon Prime, and Hulu10. This trend 
helps make the success of Treasure more likely. That also gives us the chance to utilize social media 
                                                 
7 Colin Brown, Slated, Inc. 
8 MPAA Theatrical Market Statistics 2011 
9 Hollywood Reporter.com AFM 2012: Asia, latin and South America Boost Buyers at Market 
http://www.hollywoodreporter.com/news/afm-2012-asia-latin-south-386454 
10 Informa Smart TV Forecasts November 2012 
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to advertise to selective groups of people as to where they can watch the film, with the chances 
being that they already subscribe to a service where they can watch it. An example of this is running 
an ad campaign on Facebook or Google that alerts people interested in geocaching where they can 
watch the film.  
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Market Analysis & Marketing Strategy 
General Market Information 
The Movie Production industry is a mature industry, having been in operation for over 100 
years. It reported $30.5 billion in global revenues in 2012. Annual revenue growth from 2007-2012 
stood at -1.4% but is estimated to grow annually between 2012-17 at 1.2%. 
 
Movie production companies typically produce films that fall into these genres: 
Dramas - 9.2% 
Thriller/Suspense - 14.5% 
Comedy - 21.9%  
Action and Adventure - 46.7% 
Other - 7.7%  
 
Action and Adventure and Thriller/Suspense films dominate the market because there exists 
a great demand for films overseas and these films generally translate to cultures outside of the 
United States. Comedy films and dramas often rely on the context of the native country for the 
audience to 'get the joke' or understand the dramatic importance of the situation.  
Demand for movies remains steady, despite Americans having less disposable income. 
People are in the habit of going to the theater to watch movies and watching them at home. Movies 
are comparably cheap compared to other leisure and entertainment activities such as live action 
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sporting events and concerts. This downward trend is expected to reverse as the economy recovers 
and Americans have more disposable income11. 
The financing of a film is divided into two categories: movies financed by one of the six 
major studios vs. those funded independently of these large conglomerates. The former are called 
'studio films' latter 'independent films'. 
Word-of-Mouth 
A marketing strategy for any micro-budget film will rely on word-of-mouth for success. This 
means that someone finds out about the film and shares it with their family and friends. Over the 
last decade this has largely been done through social networks on the Internet. We have identified 
key audiences that will take a enough interest in Treasure to cause word-of-mouth marketing to take 
place and have outlined a suitable strategy to initiate this strategy. 
General Marketing Strategy 
Treasure is a micro-budget independent film. The marketing strategies for low-budget 
independent films typically differ from films with large budgets. Some micro-budget feature films do 
go on to find a wide audience and earn astronomical returns. That scenario, though possible, is not 
typical. Still, a micro-budget film can more easily turn a profit because the budget is so low that even 
very modest success can put the producers in the black. 
Still, in order to find very modest success, a film must find an audience. Many such films 
find a niche audience. Luckily, tools have been developed that aid the independent film producer in 
marketing to their core audience. Treasure will be marketed and promoted both online and in the real 
                                                 
11 Kaczanaowska, Agata IBIS World Report "Movie & Video Production in the US" October 2012 
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world utilizing various low-cost platforms and strategies. The goal is to drive the audience toward 
venues both online and in the real world where they can watch the movie. 
Target Audience & Specific Marketing Strategy 
Treasure features characters engaging in an activity called 'geocaching'. Geocaching involves 
the use of a GPS-enabled device to download coordinates in order to find hidden containers, called 
'geocaches', anywhere in the world. A typical geocache will contain a pen or pencil, a logbook, and 
trinkets to swap. According to geocaching.com, there are over 2 million active geocaches and over 5 
million geocachers worldwide12.  
The geocaching base is tech-savvy. Facebook reports over 600,000 users list geocaching as 
an interest. There are also many online forums and websites dedicated to the hobby. One forum in 
particular has a running list of movies that portray geocaching. It is a small list, so getting on it 
means that geocachers wanting to see their favorite activity portrayed on screen will want to see 
Treasure. An honest and favorable portrayal of geocaching will endear players of the game to the 
film, causing word-of-mouth spread of information and enthusiasm about the film. Facebook and 
Google ads are cheap and easy platforms to attract an audience to the film. 
This requires submission to film festivals in order to create buzz, gain prestige, and promote 
the film. Our submission strategy involves creating a list of the festivals that accepted films similar to 
Treasure and cross-referencing those festivals to compile a list of festivals that are likely attract the 
same appreciation for Treasure. Submission of those festivals will be ordered by three criteria: if they 
have film markets attached to them, if they are prestigious, and if they are regional or less known.  
                                                 
12 Geocaching.com 
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Motion Picture Distribution 
Distribution Overview 
Distribution of an independent film involves licensing its rights to a distribution company or 
companies for a specified length of time. During this time each distributor further licenses the film 
to various markets. Markets are divided into geographical regions. These regions can be described as 
broadly as domestic (U.S. and Canadian) and foreign or as specifically as Belgian and Argentinian. 
Markets are also divided into formats, such as theatrical, DVD/home video, and TV. “Format” 
refers to the way in which a movie can be viewed. The theatrical market includes all public movie 
theaters; the DVD/home video market includes DVD’s and Blu-Ray for sale and rental; and the 
television market includes network, syndication, cable/satellite, pay-per-view, and video-on-demand. 
Other formats for which rights can be licensed include soundtrack, novelization, 
merchandising, and showings of the film not entirely open to the public, such as for the airlines, 
armed forces, and campuses. For films with solid commercial prospects, a distributor will typically 
acquire the rights for all formats and do so within a specific country or countries. For example, a 
company that acquires or has been licensed the “German rights” to a film has the right to release the 
film in Germany in all the aforementioned formats. Domestically this is also the case, with U.S. and 
Canadian rights acquired together as a block. 
Distributor Expenses and Fees 
Each distributor is responsible for collecting the revenue generated by its markets. After 
doing so, the distributor subtracts its distribution fee, followed by expenses, and remits the 
remaining portion to the producer. The fee is a percentage of the total revenue and depends upon 
the nature of the producer-distributor contract. These contracts vary widely from project to project, 
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but should they arise, will be negotiated by Pebble Path Pictures, LLC and its lawyers to maximize 
investor profits. 
Distributor Control 
Before agreeing on a contract, the distributor may request any number of changes to a film 
itself, ranging from length to music to style of editing. These requests will only be met if we feel they 
serve to maximize investor profits. Once the contract is signed, the distributor has control over a 
film’s marketing. We will take the utmost care in assuring our views on how the film should be 
marketed and released are represented in any distribution contract. The overriding concern in any 
agreement will be maximizing investor profit, and we will make the full use of our lawyers and their 
experience in this field in efforts to do so. 
Strategy for Obtaining Distribution 
Treasure will seek traditional distribution for a period of a year and a half. A list of 
distributors that distribute films similar to Treasure will be compiled and ordered according to 
research grading the likely success of dealing with the company. A query letter will be sent to 
distributors noting the success of the film on the festival circuit. 
After a period of a year and half, Pebble Path Pictures, LLC will seek distribution via Video 
On Demand outlets and aggregators. Popular retail platforms such as Netflix, Hulu, and iTunes do 
not deal directly with content creators. To keep their administrative contracts manageable and 
product of high quality they rely on deals with distribution companies that have a large number of 
films in their catalogue. Film aggregators are distributors that charge the filmmaker small upfront 
fees in order to get their films placed on the popular retail platforms. Once the film is delivered 
digitally on one of these popular platforms then the filmmaker is in a position to market their own 
film and the film has a better chance of finding an audience. A benefit of using the aggregators is 
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that the filmmakers retain all rights to the film. This means that we can simultaneously place the film 
on any Video On Demand streaming platform we feel will earn a significant income.  
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Financing 
Risk Statement 
Movies are of the most risky of assets. They are subject to production, distribution, 
company-specific, and general economic risks that can vastly hamper the forecasting of their results. 
Risks associated with Treasure (the “movie”) include, but are not limited to, failure to complete 
production, failure to achieve distribution, ineffective distribution of the movie by a distributor, a 
distributor of the movie going bankrupt, extreme competition from other movies, failure of the 
public to accept the movie, inability of management and other persons to guide the movie through 
the marketplace, and general economic and market factors. When combined, these risks can 
drastically change the actual results versus the forecasted results posited in this business plan. This 
list of risk factors is by no means complete. 
Method of Financing 
 Pebble Path Pictures, LLC is seeking $10,000 in equity capital, gifts, grants, crowd-funding, 
and charitable contributions to finance the entire production budget of the motion picture Treasure. 
The use of private funding and contributions ensures that the advantages of making an independent 
film can be fully realized. Creative control centered in the hands of the director ensures a film free 
from the divisive influence of too many voices. Low overhead and extreme care in formulating the 
budget yield a higher potential return for stakeholders. 
Enzian Film Fund 
Due to the fact that Treasure is a graduate thesis film produced by a UCF student, Pebble Path 
Pictures, LLC will also be accepting tax-deductible charitable contributions through the 
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Enzian/UCF Graduate Production Fund. The Enzian is a non-profit film theater located in 
Maitland, FL. This provides tangible tax benefits for anyone making a contribution. 
Crowd Funding 
Crowd funding has recently become a viable source for funding films. This method requires 
Pebble Path Pictures, LLC to run a crowd funding campaign through websites such as 
kickstarter.com and indiegogo.com for the duration of one month. Members of the public can then 
donate an amount of money to help fund the project. The idea is that a lot of backers can donate a 
small amount each in order to reach a larger funding goal. This type of contribution is not tax-
deductible but contributors will receive rewards depending on their level of contribution. A 
successful crowd-funding campaign will reduce the need for private equity funding. 
Investor Repayment 
 Money remitted to the LLC will first be returned to those with equity membership until their 
initial investment is recouped. Payments will be proportionately distributed to investors according to 
their individual investment size and without preference to all members simultaneously. Any 
remaining profits will be split evenly between Pebble Path Pictures, LLC and members. Pebble Path 
Pictures, LLC may use a portion of its profits (after the split) to pay for profit participations agreed 
upon between it and various talent or crew, such as actors, composers, or producers. 
 Distributors and foreign sales agents typically produce accounting statements on a quarterly, 
or sometimes monthly, basis during the beginning of a distribution term and change to less frequent 
reports one or two years later. Reports and any concomitant revenues are often remitted to a 
producer’s rep or producer within 30-45 days of their monthly, quarterly, semi-annual, or annual due 
date. Pebble Path Pictures, LLC will deliver accounting statements and appropriate payments to 
investors within 30 days of the receipt of funds from a distributor, sales agent, or producer’s rep. 
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Producer’s reps of successful films generally remit funds to producers within one to two weeks of 
their receipt from another party.  
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Financial Projections 
The box office gross for a single film is absolutely unpredictable, regardless of financial model used or the 
film's budget, genre, cast, time frame, etc. It is box office gross that drives the financial success or failure of a 
film.  
Domestic Distributor Advances 
When a domestic distributor takes a keen interest in a film, it sometimes advances future 
revenues to the producer prior to the commencement of distribution. The advance can be in return 
for a buyout of all future revenues or only a portion. Public information on the exact details of such 
arrangements is nonexistent and most often limited to ballpark estimates of advance sizes. As a 
result, profitability estimates for comparable films and projections for Treasure assume no domestic 
distributor advances and assume distribution terms less favorable than most producers of a 
successful film would face at the outset of distribution. 
Comparable Films 
Table 1 estimates the profitability of certain successful films during the 5 year period immediately 
following the commencement of domestic theatrical release. 
 
Their commonalities include: 
Never achieved beyond 94 screens in domestic (U.S. and Canadian) theatrical release. 
Budgets were $150,000 or less. 
Released domestically some time between 2008-2011. 
 
  225 
These films illustrate the profit potential of a films such as Treasure for two reasons. Each 
one is a thought-provoking, character-driven piece with an upbeat tone and no significantly name 
actors. As a result, their audiences would be the likely audiences for Treasure. 
Income Projections 
 Table 2 forecasts three profitability scenarios for Treasure. The comparable films table 
averages illustrate the upper end of revenue potential for Treasure because the majority of the 
comparable films benefited from critical acclaim and, in some cases, awards. Such success is vital to 
Treasure achieving box office and business of the same caliber as its comparable films. Of course, the 
degree of audience and critical acceptance of Treasure is difficult to predict. As a result, its revenue 
projections are scaled back from the comparable films table averages. 
Cash Flow Projections 
 Table 3 predicts the timing of sources and uses of cash from the "Medium Success" scenario 
on the income table and how that cash will flow back to investors. Cash flow projections for the 
"High" and "Low" scenarios are available on request and closely follow the timing of the printed 
scenario, only with different amounts. It cannot be overemphasized that the actual timing and 
structure of income will depend on marketplace conditions and contacts with distributor and any 
foreign sales agent and producer's rep of the film.  
Investor Projections 
Table 4 forecasts the projected return to investors over 5.75 years under the three 
profitability scenarios highlighted in the income projections. "High Success" indicates a non-
annualized return on investment (ROI) of 5740% and an annualized internal rate of return (IRR) of 
285.4%. The IRR derives directly from the corresponding cash flow scenario. “Medium Success” 
yields a 3093% ROI and an IRR of 213.6% while the “Low Success” yields a 446% ROI and an IRR 
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of 110.3%. Although successful films can generate revenues for many years and sometimes decades 
after their release, the vast majority of revenues (often nearly 100%) are returned within 3.25 years of 
the release date. As with table 3, table 4 is for reference only, and the figures therein are not a 
guarantee of actual performance. 
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  233 
LLC Formation Documents 
  
  234 
  
  235 
  
  236 
  
  237 
  
Fictitious  Name  Registration  Payment
Thank  you  for  filing  your  Fictitious  Name  Registration  online.
Your  confirmation  number  is  600256524746.
Your  charge  amount  is  $50.00.
File another document
Home Contact  Us E-­Filing  Services Document  Searches Forms Help
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Screenplay Registration/Agreements/Permits 
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Sample Location Agreement 
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Location Agreement Signatories 
 
 
Downtown Divas Boutique 
Christ Church Unity 
Chevron 
Guildhall House 
Big C Liquor 
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Sample Actor Agreement 
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Actor Agreement Signatories 
 
 
Ansley Gordon 
Matt Mercurio 
John Hardy 
Shanise Jordan 
Rebecca Fondessy (Blair) 
Thomas Noel Smith 
Sean Morris 
Meghan Colleen Moroney 
Liz Day 
Oneida Rodriguez 
Marlynda Ruiz 
Eric Steckel 
Don Barton 
Manuel Graves 
Emalie Holmes 
Harold Mendoza 
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Sample Crew Deal Memo 
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Crew Deal Memo Signatories 
 
 
Dustin Holton 
Mike Collins 
Amber Steele 
Ryan Kip Wilkin 
Benjamin Gill 
Hayden Greiwe 
Tanner Pemelton 
Patrick Garcia 
Kaitlin Medley 
Ray Cartagena 
Jason Clarke 
Mikhail Howell 
Chelsea Noel Kenny 
Cornelius O’Donahue 
Marcel Urena 
Jeanette Garcia 
Rebecca Sadek 
Kelly Nettleton 
Lorraine Sovern 
Natalia Baqueiro  
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Sample Talent Release Form 
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Talent Release Form Signatories 
 
Shyrell Johnson 
Rudy Saint Cyr 
Darin Ferraro 
Wayne DeBary 
Jarmarcus Ogletree 
Cindy Long 
Jenna Dyer 
Manuel Graves 
Kelly Colbourne 
Elisvan Barquilla 
Shonna Small 
Jonathan Comstock 
Ade Babalola 
Ashley Craig 
Elias Feliciano 
Chelsea Kenny 
Marissa Brown 
Audrey Hughes 
Ashleigh Smith 
Benjamin Mainville 
Jonathan Haight 
David Fischer 
Jalen Bass 
Nile Oto 
Garret Gispanski 
David De la Ollo 
Daniel Donaldson 
Tyler Pezak 
Alexandra Sautter 
U. Melani Bernard 
Amy Pelham 
Jorge D. Erazo 
Holly Rubich 
John Saccenti 
Brandy Hooper 
Christopher Pierce 
Victoria Baxter 
William Asbury 
John Todorovich 
Brittany Caboa 
John Reardon 
Jaconb Levesque 
Steve Willsey 
Jazz V. 
Austin Boliver 
Aleem 
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Permits 
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APPENDIX F: BUDGET  
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APPENDIX G: PROMOTIONAL MATERIALS AND PRESS   
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Figure 53. Facebook Page Banner 
 
 
 
 
Figure 54. Treasure Funders Geocoin Perk feature Jazzy the Geocat 
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Figure 55. Promotional Image 
 
Figure 56. Promotional Image  
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APPENDIX H: CASTING NOTICE 
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APPENDIX I: ONE-LINE SCHEDULE 
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APPENDIX J: DAY OUT OF DAYS  
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APPENDIX K: CALL SHEETS 
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APPENDIX L: SAFETY MEETING AGENDA  
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Safety Meeting Agenda 
 
 
Two people should carry heavy or odd-shaped gear and items 
Work with plenty of light so you can see 
Use common sense 
Don’t rush wrap - put equipment away properly 
Watch for rain and have a plan 
Proper attire - shoes, jewelry, and clothing 
Be careful and deliberate with rigging 
Don’t scare the actors 
Nutrition and hydration 
ALWAY bag every light 
We have a first-aid kit available 
We will have meal breaks every day 
We have sunscreen and bug spray available 
Don’t rush if we have a company move. 
Be efficient - not fast. Don’t run anywhere.  
Drive slowly and safely. 
Be safe - it’s worth the extra 30 seconds.  
Watch out for each other.  
Communicate.  
Use common sense 
Talk to your department head or 1st AD if you notice an issue.  
 
Make sure actors are aware of any danger  
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APPENDIX M: INSURANCE DOCUMENTATION  
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APPENDIX N: EQUIPMENT LISTS  
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APPENDIX O: SCREENING LIST 
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In preparation for shooting Treasure many films were screened that impacted its aesthetic. 
The following is a list of television movies and lower-budget films that may be screened for 
examples of aesthetics related to or influencing Treasure: 
 
Heart of Now. Dir. Zak Forsman, 2010 
Smashed. Dir. James Ponsoldt, 2012 
Bellflower. Dir. Evan Glodell 2011 
Happythankyoumoreplease. Dir. Josh Radnor, 2010 
Lost in Translation. Dir. Sofia Coppola, 2003 
Once. Dir. John Carney, 2006 
Picture Day. Dir. Kate Melville, 2012 
The Exploding Girl. Dir. Bradley Rust Gray, 2009 
Another Earth. Dir. Mike Cahill, 2011 
Splinterheads. Dir. Brant Sersen, 2009 
Sound of My Voice (Shot on Canon 7D). Dir. Zal Batmanglij, 2011 
The Kid with a Bike. Dir. Jean-Pierre and Luc Dardenne, 2011 
Snow Cake. Dir. Marc Evans, 2006 
Humpday. Dir. Lynn Shelton, 2009 
Harmony and Me. Dir. Bob Byington, 2009 
The Pleasure of Being Robbed. Dir. Joshua Safdie, 2008 
Sabrina. Dir. Sydney Pollack 1995 
Dear Santa. Dir. Jason Priestley 2011  
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APPENDIX P: BEHIND THE SCENES PHOTOS  
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Figure 57. The author with DP Mike Collins filming the boutique. 
 
Figure 58. From left to right: Ryan ‘Kip’ Wilkin, Liz Day, Ansley Gordon 
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Figure 59. Ansley Gordon chats with 1st AC Amber Steele 
 
Figure 60. Production Assistant Ray Cartagena with John Hardy.  
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Figure 61. Steadicam Operator Mikhail Howell prepares for the first shot of the day 
 
Figure 62. Matt Mercurio fans himself in the Florida summer heat  
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Figure 63. Mike Collins shooting Ansley Gordon and Matt Mercurio in the car.  
 
Figure 64. Ben Gill, Cornelius O’Donahue, and Mike Collins setup for a shot in the garage 
  360 
 
Figure 65. Ansley Gordon just before a take 
 
Figure 66. Producer Chelsie Holler and 1st AD Dustin Holton rework the schedule 
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Figure 67. Grip Orlando Porro adjusts a flag in front of a Kino Flo light fixture 
 
Figure 68. The Treasure crew makes last minute adjustments for a take  
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Figure 69. Equipment and Craft Services. John Hardy prepares for a take on the right. 
 
Figure 70. 2nd AC Ben Gill slates the shot  
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Figure 71. DP Mike Collins filming Ansley Gordon and Shanise Jordan 
 
Figure 72. Script Supervisor Patrick Garcia takes notes  
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Figure 73. The Treasure crew in action 
 
Figure 74. Preparing for a dolly shot in the garage 
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Figure 75. Rebecca Blair and Ansley Gordon posing for a photo 
 
Figure 76. Filming at the liquor store location 
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Figure 77. Filming at the soup kitchen location 
 
Figure 78. On location at Wekiwa Springs State Park 
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Figure 79. The slate 
 
Figure 80. Filming in the hospital location 
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Figure 81. Filming on the sandy beach of a lake 
 
Figure 82. Filming the dinner scene
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